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CHAPTER I 
I NTRO DUCTI ON 
Or igin of the ?rob l em 
In the midd l e  1 9 5 0 s  I ta l i an c i nematographer 
Fede r i c o  F e l l i n i  produced a s park o f  c r i t i c i sm w i th h i s  
unique s t yl e  o f  f i lmmaki ng . I ta l ian f i lm c r i t i c s  were 
d i s turbed b y  F e l l i n i ' s  apparent abando nme n t  of n eo-
re a l i sm ,  the s tatus -quo in I ta l i an f i lmmaking s in c e  the 
1 ear ly 1 9 4 0 s . I n  1 9 4 2 , Marx i s t  s c reenwr i te r  C e s are 
Z avat t i n i , the theoret i c a l  founder o f  nee - re ali sm , c a l l ed 
for a n ew k ind o f  I t a l i an f i lm .  " On e  wh i c h , "  a s  
descr ibed by f i lm h i s tor ian David A .  Cook , " wou l d  abo l i s h  
c ontrived p lo t s , do away w i th pro fe s s iona l ac t o r s , and 
take to th e s treet s for i t s  ma ter i a l  in order to 
es t ab l i s h  d i r ec t  contact w i th soc i a l  rea l i ty . " 2 
Throughout the 1 9 4 0 s  and into the 1 9 5 0 s , I t a l i an 
fi lmmakers suc h a s  Ro s s el i n i , D e S ica , and V i s conti 
ded i ca te d  the i r  wo rks to Z avatt i n i ' s  ide a s . A s  a r esult,  
when F e l l i n i  b egan u s i n g  s t rateg ica l ly wr i t ten p l o t s , 
pr o f e s s i on a l  a c to r s , and manipu l ated scenery , he wa s 
breaking the r u l es . The controversy over F el l i n i ' s  s ty l e  
reached i t s h i ghes t  po int a f ter t h e  rel ea s e  o f  h i s  1 9 5 4  
f i lm ,  L a  S t rada . 
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Overa l l , the re s ponse to La S t rada w a s  mixed , a s  
some c r i t i c s  denounced F e l l in i  wh i le oth e r s  marked h i s  
work a s  award-winn ing mate r i a l . Cook doc ume n t s  t h i s  
mixed re spon s e  whe n  he wr i te s : 
Re a l i s t i c  in form but e s s e nt i a l ly a l l egor i c a l  in 
content , L a  S trada w a s  attacked b y  L e ft i s t  c r i t i c s , 
inc lud ing Z avatt in i , as  betraying the s o c i a l  
commi tme nt o f  nee-re a l i sm ,  but it attracted wo r ldwide 
attent ion and won a S i lver Lion , the s e c ond h i ghe s t  
honorj at the pre s t igious Ven i �e F i lm Fe s t iva l i n  1 9 5 4 . 
I ro n i c a l ly , the predetermined ru l e s  o f  the 
Le fti s t  c r i t i c s  s e rved as b l i nde r s , preve n t i ng them from 
recogn i z ing La S trada as a fi lm containing a s o c i a l  
c ommitme nt beyond that o f  i t s  prede c e s s or s . 'F e l l i ni 
consc iou s ly portray s re a l ity on many interpre tative 
leve l s . Fe l l in i , h imse l f , be s t  answers h i s  c r i t i c s whe n 
he s tate s : 
. i t  i s  a que s t i on o f  fee l ing re a l i ty , but we 
a lway s need an interpre tation of it . Le f t-wing 
c r i t i c i sm is wrong when it says that the only thing 
to be shown in f i lms is what happens around us . The 
important thing is a lways to know who is s eei ng 
re a l i ty . Things mu s t  be conde n s ed in order to impo s e  
the i r  e s s en c e . For me nee-re a l i sm i s  looking at 
re a l i ty . f a i r ly and square ly , but at eve ry type o f  
re a l i ty , not only s o c i a l , but a l s o s p i r i tua l and 
metaphy s i c a l  r e a l ity , a l l  that man h a s  wi thin 
h ims e l f .  For me ne e-rea l i sm i s  not conta i ned in what 
is man i fe s t , but in the way in whi c h  it i s  man i fe s t . 
I t  i s  s imp ly looking about one s e l f ,  f r e e  from the 
burden o f  c onve ntion or pre judice . Certa in peop l e  
a r e  s t i l l  convinced that nee- re a l i sm o n l y  serve s to 
s how a part icular kind of rea l i ty , s o c i a l  re a l i ty . 
But then that would me rely be propaganda . Some one 
once c a l l ed me a tra i tor to the nee - re a l i s t  c au s e  and 
ac c u s ed me o f  b e i ng too much o f  an i nd i vidua l .  I ,  on 
the other hand , am convi nced that the f i lm s  that I 
h ave made so · far are in the �ty l i s t i c  trad i t ion o f  
the f i r st nee-re a l i s t  f i lms . . 
La S t r ada rece ived i t s  f i r s t  re cogn i t i on in 
Ame rica i n  1 9 5 6  when i t  wa s voted the be s t  fore i gn fi lm .  
I n  the years whi c h  fo l lowed , the f i lm emerged a s  one o f  
t he greater f i lms i n  the h i s tory o f  the i ndu s t ry . I t s  
t it le c an b e  found i n  virtual ly a l l  f i lm antho l og i e s . 
F i lm h i s tor i a n s  view i t  as tru ly repre s e ntative o f  a 
period o f  rena i s s ance in c i nema . Fe l l i n i  i s  a l s o  
recogn i z ed a s  one o f  t h e  great f i lm d i re c to r s . F i lm 
hi s torians s ee h im as an innovator and l e ader in the 
deve lopmen t  of the f i lm indu s try . A bri e f e ar ly 
b i ography o f  F e l l i n i ' s  l i fe and a l i s t ing o f  h i s  awards 
are found in the Appendix . 
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Wh i l e  f i lm h i s torians document ach i eveme n t s , they 
do not addre s s  the s i gni ficance o f  Fel l i n i ' s  f i lm a s  a 
rhe tor ica l a c t . Vi ewing Fel l in i ' s  work only a s  a 
landmark in fi lm h i s tory i s  as " b l inder- ridde n "  a s  were 
the Le f t i s t  c r i t i c s  who only saw i t  as a be trayal to neo-
re a l i sm .  I ns t ead , th i s  wr i ter sugge s t s  that La S t rada 
could be better unders tood and apprec i a t ed if it were 
vi ewed as a rhe tor i c a l  act , focus i ng upon a drama t i s t i c  
approach to t h e  even t  rather than t h e  l i terary approach 
to pr inted rhe tor i c . I n  the ab s ence o f  any previous 
rhetor i c a l  approach to La S trada , th i s  wr i ter b e l i eves 
that by app ly i ng a rheto r i c a l  ana ly s i s  to the f i lm ' s 
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contextual and textu a l  content , th i s  s tudy o f fe r s  
sign i f i c ant i n s i ght i nto F e l l ini ' s  c ontemporary thought 
and h i s  s trategi e s  as a _f i lmmaker . 
S tatement o f  Problem and Purpo s e  
One o f  the prob l ems faced b y  c r i t i c s  i n  the p a s t  
w a s  a lack o f  c r i t i c a l  re s ourc e s  that wou ld a l l ow for 
viewing a f i lm as more than jus t  mov i ng p i c t ure s .  
Certa inly , i t  wou ld b e  di f ficult to unde r s tand or 
apprec i ate F e l l in i ' s  use of the s p i r i tua l and 
me taphy s i c a l  r e a lms of re a l i ty if a c r i t i c  did not have a 
me ans for such analys i s . Th i s  wr i te r  be l i eve s that a 
rhetor i c a l  analy s i s  s e rve s a s  that me an s to the 
inte rpret ive end . Th i s  s tudy s eeks to shed l i ght on 
Fe l l i n i ' s  de f i n i t ion of man ' s re a l i ty through i t s  
rhetor i c a l  analys i s . Noted phi lo sopher o f  rhe tor i c  
Kenne th Burke proc l a ims that a " rhetor i c a l  ana lys i s  
throws l i ght o n  l i ter ary tex t s  and human re l a t ions 
5 genera l ly . "  F i lm i s  a spec i a l  form o f  l i terary text ; a 
very powe r fu l  form o f  l i terature comb i n i ng the aud io with 
the v i s ua l . I t s power i s  in i t s  ab i l i ty to c ommunicate 
to an audienc e the a t t i tude s  o f  the f i lmmaker . F i lm ' s 
rhetor i c a l  n a ture warrants a need for a rhe to r i c a l  
ana ly s i s . Burke recogni z e s  rhe tor ic ' s  re f l ec t i on o f  
human re l a t i on s . Burke ' s  ins ight i s  a k e y  po i n t  when 
s tudy ing the wo rk o f  F e l l i ni . Furthermore , the Burkean 
approach a l lows for the hol i s t i c  v i ewing o f  a f i lm ,  
a ddre s s ing a l l  re a lms o f  re a l i ty with i n  the f i lm and the 
re a l ity i n  wh i c h  the f i lm wa s c reated and produc ed . 
Burke ' s  drama ti s t i c  pentad i s  univer s a l ly r e c o gn i z ed a s  
a n  e f fe c t ive t o o l  f o r  rhetori c a l  ana lys i s . Burke 
i ntrodu c e s  hi s pe ntad a s  such : 
We s ha l l  u s e  f ive terms as generat ing pr inc i p l e  
o f  o u r  i nve s t i gation . They are : Act , S c ene , Agent , 
Agency , Purpo s e . I n  a rounded s t ateme nt about 
mo t ive s , you mu s t  have some word that name s the act 
·( name s wha t  took p l ac e , in thought or dee d ) , and-­
another that name s the sc ene ( the background o f  the 
ac t ,  the s i tuation in wh ich it occurre d ) ; a l s o , you 
mu s t  i nd i c ate what pe r s on or k ind o f  p e r s o n  ( agent ) 
per formed the act , what me ans or ins trumen t s  he u s ed 
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( agency ) , and the purpo s e . Men may v i o lently 
d i s agre e about the purpo s e s  behind a g ive n a c t , or  
about the character o f  the pe r s on who did i t , or how 
he did i t , or _i n  what k ind o f  s i tuat i on he acted ; or 
they may even i n s i s t  upon tota l ly d i f fe rent wo rds to 
name the ac t i t s e l f . But be that as it may , any 
comp l e te s tateme nt about mo tive s wi l l  o f fe r  some ki nd 
o f  answe r s  to the s e  f ive que s tions : wha t  was done 
{ac t ) , when or where it wa s done ( s c e ne ) , who did i� 
( agent ) , how he did i t  ( agency ) , and why ( purpos e ) .  
To i l l u s trate the p�ntad , th i s  s tudy approache s 
the rhe tor i c a l  ac t ,  La Strada , by viewing i t s  agent ' s ,  
Fe l l in i ' s , u s e  o f  h i s  agency , the f i lm me dium , i n  
communi c a t i ng h i s  purpo se as it emerged wi th i n  h i s  s c e ne , 
po st-Wor ld War I I  I ta ly . In th i s  s tudy , w i th the pentad 
serv ing a s  a me ans to the end , the end tran s l ate s into 
Fe l l in i ' s  purpo s e . 
The Burkean approach o f fers many advantage s :  
1 .  I t  v i ews the rhetoric a l  act , La S tra da , 
wi th i n  i t s  c ontextua l s c ene , pos t-World War I I . I ta ly . 
2 .  I t  v i ews the agent , Fe l l i ni , w i th i n  the 
i n f luent i a l  c ontextua l scene surround ing the rhet or i c a l  
act . 
3 .  I t  v i ews the agency ' s  importanc e  i n  the 
achievements of the rhe torical ac t ;  in the c a s e  o f  th i s  
s tu dy ,  the impact o f  Fe l l i ni ' s  s e lected u s e  o f  the f i lm 
medium . 
4 .  I t  views the rhe tori c a l  act a s  a s trategic 
and s tyl i z ed answe r to the s i tuation in wh i c h  it aro se ; 
thu s , La S trada i s  Fe l l i ni ' s  an swe r to h i s  s i tuat ion 
wi thin the contextu a l  s c ene . 7 
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The purpo s e  o f  thi s study i s  to inve s t igate 
Fe l l in i ' s  u s e  of rhetor i c a l  dev i c e s  a s  s t r a t e g i c  mean s 
through wh i ch he o f fe r s  h i s  sty l i z ed an swe r to the 
que s t ion ex i s t ing within the context of the s i tuat ion . 
Few s tud i e s  take i nto cons ideration that F e l l i n i ' s  fi lms 
ambi guous ly reve a l  the ideas he bel ieve s to be 
s i gn i f i c ant to h i s  s c ene . Pos t-Wor ld War I I  ph i l o s ophy 
s aw the emergence o f  new s choo l s  of though t . The I t a l ian 
f i lm d i r e c tor ' s  f i lms conta in d i s tinct image s o f  the l o s t  
s e l f  a s  s e e n  frequently in modern l i ter ature . F e l l i ni 
appe ars to e ngage in a s truggle s imi l ar to that of such 
noted wr iters a s  D o s toeve s ky , Ki erkegaard , S ar t re , Camus , 
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Ka fka , and Beckett . Yet , be fore th i s  s tudy draws 
conc l u s ions - about Fe ll i ni ' s  rhetoric a l  an swe r , i t  mu s t  
inve s t igate the que s t i on . Th is wr i ter at tempt s  t o  show 
that the que s t i on ex i s t i ng within La S trada , within the 
c ontext of po s t-Wor ld War II I ta l i an e x i s tence and i t s  
i n f luence on F e l li n i ' s  percept ion s o f  r e a l i sm ,  i s  a 
phil o s oph i c a l  one ; an onto log i c a l ques t i on o f  man ' s 
e x is te n t i a l  me aning . I n  phras ing th is que s t i o n , th i s  
wr iter s ugge s t s , " What i s  man ' s re l a t ionship t o  h i s  
fe l low man and t o  Nature . With thi s  compl ex que s t ion in 
mind , th i s  s tudy shows how i t  i s  extrapo l ated from the 
s i tuation and attempt s  to me thodi c a l l y draw va l i d 
conc lu s ions i n  f i nding Fe ll i n i ' s  answer , or purpo s e  in 
commun i c a t i ng h i s rheto r i c a l  act . 
Proc edure 
In inve s t igat ing the que s t i on rai sed in the 
previous s e c t i on , the proc edure s out l i ned be l ow were 
comp l e ted . 
1. G i ven the knowledge that i t  ha s b e e n  
de termined by prev i ou s  s cholars that con s i stent theme s 
c an be found throughout a l l  o f  Fe l l i n i ' s  f i lms , th i s  
wr iter h a s  c ho s en t o  concentrate s pe c i f i c a l l y  on 
Fe l l i n i ' s  rhetor i c a l  act , La S t rada . Th i s  f i lm h a s  been 
cho s en for two re a s on s . F i r s t , th i s  wr i ter v i ewed the 
f i lm in three s eparate c o l lege cour se s .  The s i gni f i c ance 
o f  the f i lm c a n  b �  s e e n  through the r e s pe c t ive purpo s e s  
f or i t s  p r e s e ntation i n  each c la s s . I n  an introductory 
f i lm c la s s , the f i lm was . s tudied a s  a l andmark i n  the 
h i s tory o f  f i lm .  I n  a graduate l eve l f i lm s tud i e s  
cour s e , the f i lm w a s  aga i n  obs erved a s  an a c h ieveme nt in 
f i lm h i s tory and a l s o a s  repre s e n tat ive of F e l l i n i ' s  
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unique s t y l e . Rec e ntly , in a course ent i t l ed , 
" Ex i s tent ia l i sm and the Abs urd Hero , " the f i lm wa s vi ewed 
as an exi s t e nt i a l s t atement . Th i s  s tudy i s  a re s u l t  o f  
the impacts o f  tho se c our s e s  and the i r  enthu s i a s t i c 
exp lora t i on for me aning within the f i lm .  S e c ond l y , thi s  
c r i t i c  be l i eve s that the f i lm i s  tru ly repre s e nt a t ive o f  
Fe l l in i ' s  de f i n it ion o f  re a l i ty and h i s  c inema t i c  u s e  o f  
characte r s , ob jec t s , s i tuation s , and s c enery a s  
s trategi e s  o f  rhe tori c .  
2 .  I n  an e f fort to s e cure a better under s tanding 
o f  F e l l i n i ' s  u s e  of rhe tor i �a l  s t rategie s ,  La S t rada wa s 
viewed repe a t e d ly with that spec i f ic purpo s e  in mind . 
For furthe r i n s i ght , previous c r i ti c a l  re s pon s e s  to the 
f i lm we re re s e arched and read . The ana ly s i s  o f  s ome o f  
Fe l l i ni 's other f i lms was a l s o read i n  s e e k i ng 
cons i s tenc i e s  in F e l l in i ' s  s ty l e  as a fi lmmake r .  
3 .  The fo l lowing pub l ica tions we re s u rveyed to 
determine i f  a ny prev ious s tudy had been done app ly ing 
the rhe to r i c a l  i n s i gh t s  of Kenneth Burke to the f i lms o f  
F eder ico F e l l i n i . S i nce both men did not come into 
prominence unt i l  the 1 9 5 0 s , thi s ·wou l d  be the e a r l i e s t  
po s s ib le date f o r  such a s tudy t o  have b e e n  c onduc ted . 
Centr a l  S t a te s  Spe e ch Journa l ,  1 9 4 9- F a ll 1 9 �6 .  
Comprehe n s ive D i s s e rtation I ndex , 1 97 2 - 1 9 8 5 . 
Commu n i c at ion and the Art s /Language and 
L i terature /Phi lo sophy and Re l igion . Ann Arbor , 
Mi chigan : Xerox Univers i ty P re s s . 
D i s s e r tat ion Ab s tracts , 1 9 5 7 - 1 9 8 6 . Ann Arbo r , 
Mich i gan : Xerox Univer s i ty Mi c ro f i lms 
Mas ter ' s  Abs tracts 1 9 6 2 - 1 9 8 6 . Ann Arb or ,  M i c h i gan : 
Xerox Unive r s i ty Pre s s . 
Add i t iona l ly ,  to update the a forement i oned 
pub l i ca t i on s , a compute r i z ed s earch of ERI C pub l i c a t ions 
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and D i s s e rt at i on Ab s trac ts was per formed . I n  .obt a i n i ng a 
l i s t  o f  p e r t i nent l i terature , the fo l l owing k e y  wo rds 
were submitted i nto the databa s e : *Fe l l in i *, *La *  
*S trad a*, *La *  *Do l c e * *Vi ta *, *Ju l i e t *  ( o f  the S p i r i t s ) , 
*F i lm *  *C r i ti c i sm *, *Kenne th * *Burke *, and *Rh e tor ic a l *  
*An a ly s i s *. 
Under the re a l i z ation that the terms wou ld 
i ndiv idua l ly produc e many s tud ie s ,  the terms pertain ing 
to Fe l l in i  we re ini t i a l ly comb i ned . Thi s -e ntry reve a l ed 
many ac ademic s tud i e s  on F e l l i ni . O f  tho s e  s tudie s , none 
appe ar to approach the prob lem of th i s  s tudy . One 
d i s s ertat ion , c omp l e ted in 1 9 6 9  by Le s s i e Ma l l ard 
Reyno lds , ent i t l ed " An An a ly s i s  o f  the Non-Verba l  
Symbo l i sm i n  Federico Fe l lini ' s  F i lm Tr i logy : La Do l c e 
Vi ta , E ight and One -H a l f ,  Ju l i et o f  the Spi r i t s  wa s 
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reviewed by th i s  wr i ter , who found that wh i le i t  dea ls 
with the non-verb a l  symbo li sm in three o f  Fe lli n i ' s  
f i lms , i t  doe s not d i re c t ly analy z e  La S trada nor doe s it 
take a rhe tori c a l approach a s  de f ined by Burke . 
The t e rms pertaining to Burke were a ls o  c omb ined 
to reve a l  tha t only one wr i ter had app li e d  the i n s ight s 
.o f  Kenneth Burke �o f i lm critic i sm .  The d i s s e rtation , 
comp leted i n  1 9 8 0  by Jack Leonard H i llwig and_ ent i t l ed 
" F i lm C r i t i c i sm :  I t s . Re la t ionship to E c onomica lly 
Suc c e s s fu l  F i lms and an App licat ion o f  Rhe tor i c  to 
Improv i ng the C r i t i c ' s  Methods , "  do e s  use Burke ' s  
dramat i s t i c  pentad and concept o f  ident i f i c at ion . An 
analy s i s  o f  i t s  a ps tract led th i s  wr iter to be l i eve that 
the di s s ertation doe s not approach the s trateg i e s  within 
Fe ll i n i ' s  f i lm ,  La S trada , around wh i ch th i s  s tudy 
foc u s e s .  
I n  que s t ion ing i f  a·ny c r i t i c  had app l i ed Burke ' s  
approach to F e l lini ' s  f i lm ,  the terms *Burke * and 
*Fe l l i n i * were e n tered together . When the Fe l l i n i an and 
Burkean terms we re comb ined , the computer i z e d s e arch 
y i e lded no previous s tudie s .  
Thi s wr iter has been expo sed to one d i s s e rtat ion , 
comp l e t ed i n  1 9 7 3  by Jame s L .  Johnson , ent i t l e d , " S amue l 
Bec ke t t : A Rhe tor i c a l  Ana ly s i s  o f  the Ab surd Drama , "  
whi c h  app li e s  the ins ights o f  Kenneth Burke to Be c kett ' s  
p lay s . Wh i l e  there are s imi laritie s b e twe e n  the 
me thodo l ogy u s ed in ·John son ' s  di � s ertat i on and the one 
u sed i n  thi s  s tudy , th i s  wr iter app li e s  the i n s i gh t s  o f  
Burke t o  f i lm and spe c i f i ca l ly t o  Fe l li n i ' s  La Strada . 
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Re s earch s tud i e s i nve s t igated on F e lli n i  i n c luded 
tho s e  by George Wead and George Le lli s , David A .  Cook , 
Norman N.  Ho lland , Edouard de Laurot , Chr i s t i an S t r i c h , 
Ange lo S a lmi , S tuart Ro s e ntha l, and. Char le s  B. Ketcham . 
Wh i le the s e  s tud i e s  r e c e ive re ference from thi s  wr i te r , 
none prov i de an i nve s tigation o f  f i lm a s  a rhetori c a l  
ac t .  
Me thodo logy 
A lthough the re s e arch too ls are focu s ed toward 
Fe l li n i ' s  u s e  of rhe tor i c a l  dev i c e s  as s trategic me an s 
through whi c h  he o f fe r s  hi s s ty li z ed an swer to the 
ph i lo s oph i c a l que s t ion , the s tudy doe s attempt to app ly 
some o f  the rheto r i c a l ins ights o f  Burke i n  det e rmining 
the imp li c at ions o f  the que s t ion i t s e lf .  The ove ra ll 
advantage o f  u s ing the Burkean approach ,  prev i ou s ly 
li sted i n  part , i s  that the s e  ins ight s prov ide the me ans 
for uncove r i ng the e s s enc e o f  Fe llini ' s  ph i lo s op hy as 
seen through the rhet orica l s trate g i e s  found i n  La 
S trada . I n  compri s ing a comprehen s ive me thodo lo gy for a 
rhetori c a l  ana ly s i s , the fo llowing books by Kenneth Burke 
were u t i li z e d . 
Permanen c e  and Change . Los Alto s , C a l i forni a : 
He rme s Pub l i c at i on s , 1 9 5 4 . · 
Counter- S tatement . Chicago : The Un ive r s i ty o f  
Chic ago Pre s s , 1 9 5 7 . 
A Gr ammar o f  Mot ive s and a Rhe tori c  o f  Mot i ve s . 
C l eve l and : The World Pub l i s h i ng Compa ny , 1 9 6 2 . 
Language a s  Symbo l i c  Action . Berke ley : Unive r s i ty 
6f C ali fornia Pres s ,  1 9 6 6 . 
·The Rhe tor i c  o f  Re l igion . Be rke l ey : Un i ve r s i ty o f  
C a l i forn i a  Pre s s , 1 9 7 0  . 
. The Phi l o s ophy o f  L i terary Form . 3 d ed . Berke l ey : 
Unive r s i ty o f  Cal i fornia Pre s s , 1 9 7 3 . 
Organ i z ation 
1 2  
S pe c i f i c  Burke an terms are app l ied a s·guid e l ine s 
in the c hapte r s  wh ich fo l low . Chapter I I  surveys 
Fe l l i n i ' s  s c ene , I t aly , and i t s  i n f luenc e s  o f  F a s c i s t  
oppre s s i on , c a re l e s s  de s truc t i on o f  the war , and the 
peopl e ' s  comm i tme nt to the Catho l i c f a i th . The c hapter 
focu s e s  on F e l l in i ' s  expo s ure to the s c e n e , i n c luding 
encounte r s  w i th F a s c i s t  o f f i c i a l s , v i s i t s  to de s t royed 
c h i ldhood home s , and years of Catho l i c  training dur i ng 
h i s  early edu c a t i on . With the sc ene surve yed , the s tudy 
then i nve s t i gate s i t s  in fluence on the pe r c e p t i o n s  of the 
agent , Fe l l i n i . The s c e ne become s the s i tu a t i o n  in wh i ch 
the c r i t i c a l  and imag i nat ive wo rk arose , y e t  the work , or 
act , rema i n s  rooted in the agent who o f f e r s  it a s  a 
s ty l i z e d  answe r . Fe l l i ni ' s  exper ienc e s  l e f t h im w i th a 
unique v i ew o f  re a l i ty . H i s  new pe r s ona l i z ed ph i l o sophy 
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i s  s ugge s t e d  throughou t  the many i nterview s  i n  whi c h  he 
was a sked to de fend h i s  revo lut ionary approach to 
f i lmmaking . By comparing the L e ft i s t  c r i t i c s ' de f i n i t ion 
of nee- re a l i s m  w i th that of Fe l l in i , the c hapter begi n s  
t o  f i nd F e l l in i ' s  burde n . 
Wi th C hapter I I  sugge s t ing the deve lopme n t  o f  a 
burden ,  Chapter I I I  addre s s e s  F e l l in i ' s  agency , or h ow he 
c ho s e  to per form h i s  act of unburdening . I n  tne c a s e  o f  
L a  S trada , F e l l i n i  u s e s  the med ium o f  f i lm .  An 
inspe c t ion of the director ' s . inc lus ion of s igns s e rv i ng 
a s  s ymbo l s  w i th i n  the f i lm ,  reve a l s  a prac t ic e  o f  Burke ' s  
de f ine d mot ive o f  ident i fi cat ion . John s on exp l a i n s  t he 
motive , or s t ra t egy , o f  ident i f icat ion . 
The s tr at egy o f  identi f i cation i s  the proc e s s  o f  
e s tab l i s h i ng a c ommon intere s t , value , o r  form w i th 
other s through the u s age o f  symbo l s . Me n are apart 
from one another , according to Burke , and s tr ive for 
un i ty through identi fy ing symbo l s . The 
ident i f ic at ion proc e s s  occur s through 
cons ub s tanti a l i ty - -having the s ame subs t anc e or 
intere s t  i n  commo n . Burke ' s  identi f i c a t ion i s  
a f f i rmed wi th e arne s tne s s  prec i s e ly beca u s e  there i s  
divi s io n . Th i s  imp l i e s  the se arch f o r  a rheto r i c a l  
me thod in o rder to attain the s imi l a t i o n  o f  " o ne 
sub s tanc e " or ide n t i fic at ion . The t e rm u s ed for the 
fu s ion proc e s s  by Burke is " s trategy , "  wh i c h  is b a s ed 
upon a t t i tud i�a l  identi f i c at i ons with the r e ader or 
the aud i e nc e . 
Chapter I I I  s tud i e s  Fe l l in i ' s  s trate g i e s i n  
mak i ng " at t i tud i n a l  ide nt i f ic ations " w i t h  h i s  audi e nc e . 
The chapte r c oncentrate s on three c inema t i c  technique s :  
the u s e  o f  s ymbo l s , the u s e  o f  mi s e  en s c ene , and the us e 
HlLr·�J r.; C.�::: :;:,> u;;:�AR'r South O::: :Jta C., __ J University BrcoKmg:,_ 30 57007-1098 
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o f  montage . A s  a s upportive dev ice to the three 
a forementioned technique s ,  the u s e  of mus i c and the sound 
track i s  a l so reviewe d . 
The c inema t i c  techn ique s d i s cu s s e d  i n  Chapter I I I  
c reate L a  S tr ada's form . Chapter IV b e g i n s  w i th an 
outl in e  of the d i f ferent a spects of form found in the 
f i lm .  The f i lm ' s ove ra l l  form sugge s t s  that F e l l in i  u s e s  
h i s  c i nemat i c  technique s a s  s trategic me a n s  for 
commun i c a t i ng terms for his rhetoric a l  dev i s e s . Aga i n , 
Burke ' s  proc e s s  o f  identi f i cation emerge s a s  the 
overriding mo t ive . The chapter explores the mot ive by 
anal y z ing four " sub- s trateg i e s " of ident i f i c at ion : the 
s trate gy o f  propert i e s , the s trategy o f  
deper s ona l i z at i on , the s trategy o f  amb igu i ty , and the 
s tra tegy of s p i r i tua l i z ation . The s tudy approach e s 
Fe l l in i ' s  ach i evement o f  ident i f i cation by r e c ogn i z ing 
the amb igui ty of the f i lmmaker ' s  s ty l e . Burke s t at e s , 
" Ac cording ly , wha t  we want i s  not terms that avo i d  
amb igu i ty ,  but terms that c l e arly reve a l  the s tra tegi c 
spo t s  at wh i c h  amb igu i t i e s  nece s s ar i ly ar i s e . " 9 Once the 
chapter h a s  gained i n s i ght into the amb i gu i ty of the 
f i lm ,  an order proc e s s  is per formed with the g iven terms , 
fo l l owing Burke ' s  concept o f  transcendenc e .  
Chapter V c onc lude s the s tudy by s ummar i z i ng the 
ana l y s i s  of F e l l i n i ' s  burdeni ng �ituat ion and h i s  
c inema t i c  and rhet6r i c a l  organ i z at i on o f  La S t r ada, 
lead ing to conc lus ions a s  to the purpo s e  behi nd h i$ 
tac t i c s o f  expre s s ion . Burke explains : 
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Y e t , a s  s e e n  from the s tandpo int o f  s ymbo l i c  
a c t ion , w e  d o  n o t  have t o  choos e  betwee n  t h e  arti s t ' s  
mode o f  c o n s ide ration and my own . He wa s c once rned 
wi th a uni fying ac t ,  and s o  wa s I .  I am mer e ly 
s ugge s t i ng · tha t , when you begin to c on s ider the 
s i tuat i on s behind the tac t i c s  of expre s s ion , you wi l l  
find tacti6s that organ i z e  a work t e c hn i ca l ly b e c au s e  
they organi z e  i t  emotiona l ly . The two a s p�c t s , we 
might s ay S p inoz i s t i c a l ly , are but mode s o f  the s ame 
s .ub s tance . Hence , i f  you look for a man ' s burden , 
you wi l l  f i nd the le ad that exp l a i n s  the s t ructure o f  
h i s  s o lut ion . H i s  an swer ge ts ity0
form b y  r e l a t ion 
to the que s t ions he i s  answer ing . 
· 
The chapter at tempts to c l a s s i fy Fe l l in i ' s  
que s t i on i nto an e s t ab l i shed s chool o f  thought ; y e t  h i s  
own thought s a r e  new and uniqu e  t o  the pe riod i n  wh i c h  La 
S trada was re l e a s e d  and are only now being more c le ar ly 
addr e s s e d  by rec ent s tudie s o f  ex i s tent i a l  wr i t e r s  who s e  
s i tuations , or burdens , we re s imilar t o  t h e  one found i n  
Fe l l in i ' s que s t ion . The cha-pter compare s Fe l l i n i ' s 
purpose i n  c ommuni c a t i n g  h i s  act to the mo t ive s o f  such 
wr iters a s  K a fka , Be c ke tt , K i e rkegaard , and S artre , 
s eeking the my s te r i ou s  answe r o f fered by the I ta l i an 
fi lmmake r throu gh h i s  work , La S trada . 
Ju s t i f i c ation o f  the S tudy 
Thi s  wr iter be l i eve s the fo l l owing s tudy t o  b e  
important a n d  j u s t i f i e d  f o r  t h e  fo l lowing r e a s o n s : 
1 .  F e l l i n i  i s  an art i s t  burdened w i th the 
phi l o soph i c a l  i nqui ry concern ing the s p i r i tu a l ,  
me taphy s i c a l , .and soc i a l  re a l i ty o f  man ' s ex i s tenc e . 
�hi s _ i nqu i ry c ontinue s to chal lenge phi l o s ophe r s , 
theo l og i an s , and art i s t s  today . 
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2 .  F e l l in i  expre s s e s  the burden s  o f  h i s  i nqu i ry 
and h i s  s trateg i c  an swe r through the very power fu l  me dium 
o f  f i lm .  At the t ime o f  La S trada ' s  re l e a s e , the f i lm 
rece ived mixed r e s pons e . Today it i s  viewed as a 
c l a s s i c . 
3 .  F e l l in i  cre ated and produced L a  S trada during 
a very important period in wor ld hi s tory and i n  the 
h i s tory of f i lm .  
4 .  L a  S trada contains poe tic rhe tor i c a l  
imp l i c at ions . Cri t i c s  in the pa s t  could only re ly on 
Ar i s to t l e i an me ans for rhe tor ical c r i t i c i sm .  It is hoped 
that thi s  s tudy , through the ins ights of Kenneth Burke , 
o f fers a more c omprehens ive ana ly s i s  o f  Fe l l i n i ' s  poe t i c  
s·ty le . 
5 .  I t  i s  be l i eved by th i s  wr iter that thi s  
i nve s t igation o f  Fe l l ini ' s  rhe tor ical act give s accurate 
and impart i a l  ins i ght s into the direc tor ' s  contemporary 
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thought . S in c e  no previous study has app l i e d  such 
comprehen s ive concepts of Burke to f i lm ,  thi s  methodol ogy 
may be Qene f i c i a l  to the f i e ld of speech c ommuni c at ion , 
and more s pe c i f i c a l ly , the medium o f  f i lm .  
6 .  Tak i ng i nto cons ideration that Fe l l in i ' s  f i lm 
· pre s e n t s  that wh i c h  he fee l s  to be s ign i f i c ant 
contemporary thought , the inve s t i gation into h i s  
rhe tor i c a l  dev i c e s  invo lve s v i t a l  i s sue s i n  de a l ing with 
the s e arch for the s e l f and modern man ' s ph i l o sophi c a l  
inquiry o f  s oc i a l  c on s c iou s ne s s  whi c h  ha s reached 
particular importance in today ' s  rhetor i c . 
Due to a lack o f  rhe tor ical ana ly s i s , th i s  wr i ter 
hopes that through . h i s  ins ight s and thos e  of Ke nneth 
Burke , the fo l lowing chapte r s  can prov ide an exc i t ing and 
me an i ng fu l  s tudy o f  Federico F e l l in i ' s  f i lm ,  La S trada . 
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CHAPTER I I  
I TALY AND FELL I N !  
I ntroduc t ion 
Kenneth Burke's dramati s t i c  pentad c o n s i s t s  o f  
the f ive term s - -Ac t , S c e ne , Age nt , Agency , and Purpo s e . 
When cons i de r i ng the s e  terms , a c r itic mu s t  r e c ogn i z e  
the i r  inte rre l ation s h i p s . For examp l e , the a c t  c annot be 
ful ly unde r s tood i f  the s c ene is not s tudied ; nor can · the 
purpo s e  be ident i f i e d  i f  the agent i s  not adequate ly 
recogni z ed . S i nc e  any term or terms can be g iven more 
emphas i s  than the o the r s  in a rhe to r i c a l  s tudy , many 
di f ferent approache s are po s s ib l e . I n  th i s  s tudy , the 
rhetor i c a l ac t ,  La S trada , rece ive s the empha s i s . Yet , a 
ho l i s t i c  v iew o f  the rhe to r i c a l  act require s that a l l  the 
term s  be addre s s ed , and addre s s ed on two l e ve l s . 
The f i r s t  leve l i s  intrins i c to the ac t . I n  
ana l y z ing the c ontent o f  the rhe tori c a l  act , tQe 
protagoni s t  c a n  be l abe led an agent who per forms h i s  or 
her own a c t  (whe ther it be phy s i c a l , verba l ,  or s ymbo l i c  
in nature ) w i th i n  a s c e ne (which cou ld be phy s i c a l , 
psycho l og i c a l , or me taphys i c a l ) . The agency , how the 
protagoni st per forms h i s  or her act , c an a l s o  be l abeled , 
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leading to conc lus ions c oncerning h i s  o r  h e r  purpos e  for 
the rhetor i c a l  act . 
. The f i r s t  l eve l needs to be accomp a n i e d_by the 
s econd l eve l o f  ana lys i s . The sec ond l eve l approache s 
the facto r s  extrins i c  to the rh� to rical ac t ,  o r  the 
context of i t s  s i tuation . Spec i f i c a l ly , thi s  approach 
wi l l  be used i n  thi s  s tudy a s  fo l l ows . The rhetor i c a l  
act , L a  S trada , wi l l  be viewed ho l i s ti c a l ly by f i r s t  
viewing t h e  background o f  F e l l i ni in hi s nat ive I ta ly . 
S e c ond ly , La S trada wi l l  be s tud ied through an ana lys i s  
o f  the agency wh i ch Fe l l i ni incorporate s ;  the f i lm me dium 
and rhetor i c a l  s trateg i e s .  La s t ly , the purp o s e o f  
Fe l l i n i ' s  age ncy and a c t  wi l l  be theor i z e d . The purpo s e  
o f  th i s  c hapt e r , there fore , i s  t o  inve s t i gate t h e  s c e ne , 
I ta ly and the agent , Fe l l in i . 
I ta ly 
The ph i lo s oph i c a l  imp l i cations wi th i n  L a  S trada 
r e s u l t  from the ph i l o s oph i c a l  ide as of Fe l l i n i .  The s e  
ide a s  have the i r  roots in t h e  nume rou s eve n t s  i n  
F e l l i ni ' s  l i fe prior to 1 9 5 4 , the year in wh i c h  t h e  f i lm 
wa s f i n i s hed . I n  an attempt to reduce the numb e r s  o f  
eve nts and i s o l ate tho s e  wh ich may have i n f luenced 
Fe l l i ni in s ome s i gni f i c ant way , we shou ld look to 
Fe l l i n i h ims e l f  for he lp� I n  the book , Fe l l i n i  o n  
Fe l l i ni , the I ta l i an di rector make s continu ous re ference s 
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to two very i n f luent i a l  s c e ne s with in h i s  c ountry . The s e  
are� F a s c i sm a nd Roman Catho l i c i sm .  
O f f i c ia l ly , the Fa s c i s t  Party c ontro l le d  I ta l i an 
l i fe for approx imate ly twenty years , from the 
.e stab l i s hment o f  Ben i to Mus so l in i  as head of the 
government in 1 92 2  to h i s overthrow in 1 9 4 3 . The 
Fas c i s t s  ru l e d  Ita l �  by suppre s s ing all oppo s i t i o n . 
Under Mus s o l i n i ' s  mi l i tant po l i c i e s , many I ta l i an s  could 
s e e  the i nevi tab i l i ty of ente r i ng World War I I . Pub l i c  
awarene s s  i n c re a s ed as Mu s so l ini s i gned the Mun i c h  Pact 
on May 2 2 , 1 9 3 9 , marking h i s  intention of b r i n g i ng I ta ly 
i nto the war on the s ide o f  Germany , and conti nued to 
incre a s e  unt i l  the o f f i c i a l  dec l aration of war l e s s  than 
a year l a te r . Many I ta l i an s  viewed th i s  ac t wi th much 
pe s s imi sm .  I t a l i an h i s torian Gius eppe Marnrnare l l a wr ite s , 
" In spite o f  a s s urance s  by the f a s c i s t  propaganda machine 
that the war wou ld be won in-a few month s , many I ta l ians 
who had fought i n  the first Wor ld War and who we re 
fami l i ar with B r i t i s h  determi nation as we l l  a s  German 
ruth l e s s ne s s  looked upon I t a ly ' s  future with muc h  
unc e rtai nty . " 1 
A retrospec t ive study o f  I t aly ' s  par t i c ipation i n  
the war he l p s  to reve a l  the s tate o f  suppre s s io n  and 
con fus i o n  under wh i c h  its people l ived dur ing the F a s c i s t  
regime . The I ta l i an people became the v i c t ims o f  a very 
unprepared army and a governme nt torn over i t s  
part i c ipat i on i n  the war . A con f l i 6t o f  i n te r e s t s  
exi s ted.b e tween K ing Vittorio Emanue l e  I I I , who doub ted 
Germany's change s for v i c tory , and Mus s o l i n i , who was 
·deeply i nvolved w i th the German · moveme nt and had i ndeed 
become a c lo s e.friend of Hit ler . On May 1 5 , 1 9 4 3 , K i ng 
Emanuele wro te Mu s s o l i n i , " I t i s  time to th i nk very 
seriou s ly of the nec e s s i ty of d i s entang l i ng I ta ly's 
de s t iny from that o f  Germany . " 2 Apparently Mu s s o l in i  did 
not give thi s  note muc h  thought as I t a ly cont i nued to 
become more and more i nvo lved in Germany ' s  war e f forts . 
After two mo re months o f  stalemate , anti -F a s c i s t  forc e s  
fina l ly convinced the King t o  di smi s s  Mu s s o l i n i  a s  pr ime 
min i s ter . The July 2 5  d i smi s s a l  was c e lebrated by the 
I ta l ian peopl e  who viewe d i t  as an end to F a s c i sm and 
I ta ly ' s par t i c ipat ion in the war . Howeve r ,  wh i l e the 
peop le re j o i c e d , the I t a l i an gove rnment re a l i z e d that 
d i s e ngag eme nt from Ge rmany and an armi s t i c e  wi th the 
Al l i e s  wou l d  b e  di f f i cu l t . 
I t aly had a l lowed i t s e l f  to become oc c upied by 
German for c e s .  The I ta l ian gove rnme nt feared that the 
s igning of an arm i s t i c e  wi th the Al l i e s  wou ld l e ad to 
d i s a s trous German retal i at ion . S e cretive ly , governme nt 
o f f i c i a l s  me t with General Dwight D .  E i s e nhowe r , Al l i ed 
Commander i n  the Med i terrane an . 3 At th i s  me e t i ng , it wa s 
de c ided that the Ame r i c an airborne divi s i on wou l d  
parachute i n t o  Rome . and , with the he l p  o f  t h e  I t a l i an 
Army , de fend the c ap i t a l  from Ge rman a ttac k . An 
armi s tic e contain i ng the s e  terms was s igned . However , 
things d i d  not go a s  p l anned . I t a l i an for c e s we re not 
succ e s s fu l  i n  s e cu r i ng control over the n e c e s s ary 
a�r fi e ld s , and the I ta l i an gover nment no l onger fe l t  
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secure w i th the s trategy o f  the Al l i e s , wh i c h  could.pu t  
the King and h i s  o f f i c i a l s  at t h e  me rcy o f  t h e  German s . 
The mi s s ion w a s  the re fore cance l led . 
A rhe tor i c a l  war deve loped between I ta ly and the 
Al l ie s . Re a l i z ing that I ta ly ' s future wa s mo re·s e cure on 
the s ide of the Al l i e s , prime min i s ter Badog l i o , 
Mus s o l i n i ' s  s uc c e s sor , agreed to the demand s o f  the 
A l l i e s . On the eve n i ng o f  S eptember 8 ,  1 9 4 3 , Badogl i o  
announced t h e  s igning o f  a n  armi s t i c e  t o  the I ta l i a n  
peop l e . Mammare l l a  wr i te s , "'The proc lamat i on ended w i t h  
the order to t h e  I ta l i a n  armed forc e s  t o  c e a s e  
ho s t i l i t i e s  agai n s t  the Al l i e s  and t o  b e  prepared ' to 
. 4 re s 1 s t any attack from any other sourc e . ' "  I t  be c ame 
obviou s that the other force whi c h  needed to be re s i s t ed 
wa s the Germans who had a lready e s tabl i shed thems e lve s in 
I ta ly ; a for c e  that had bec ome so s trong that many 
I ta l ian s o ld i e r s  a l lowed thems e lve s to b e  d i s arme d . 
I ronic a l ly , the rhe to r i c a l  batt l e · betwee n  I t a ly and the 
Al l i e s  re s u l t e d  in I taly ' s  Army becoming an add i t ion to 
the�Ge rman Army . Wh i l e the Al l i e s  ru shed to d i s c ontinue 
the s e  deve l opmen t s  i n  I t a l y ,  the I ta l i an people were 
suf fering the e f fe c t s  o f  the ir government ' s  rhe tor i c . 
The s i tu a t i on i n  Fe l l ini�s home c i ty , Rome , may 
be s t  d i s p l ay the cons equenc e s  of I ta ly ' s ac t i o n s  dur i ng 
the per iod . The I t a l ian capitol , Rome , whi c h  had been 
c lo s e l y  prote cted by governmental po l i c i e s  (one of wh i c h  
de c l ared it an " open c ity "  in Augu s t  1 9 4 3 ) , b e c ame the 
s tage for mi l i t ary con frontation and endl e s s  te rror . 
Mammare l l a de s c r ibe s the s i tuation as such : 
The c a p i t a l  had been dec lared an " op e n  ci ty " in 
Augu s t  1 9 4 3  and had s u f fered only few Al l i ed a i r  
-attacks . The c i ty w a s  a lmo st intac t , a l though the 
Roman s  had l ived through a d i f f i c u l t  per iod dur i ng 
the German occupation . On the ve rge o f  s t a rva t i on , 
the c i ty ' s popu l a tion h ad been sub j e c te d , e s pec i a l ly 
duri ng the l a s t  months , to organi z ed terror by 
F a s c i s t  Mi l i z i a and the Ge rman po l i t i c a l  po l i c e . 
Young men were frequently rounded up and e i th e r  
forced t o  enro l l  in the new Fasc i s t  army gr ,  more 
o ften , s e n t  to do s l ave l abor in Ge rmany . 
Rome wa s the c enter o f  an intens e  underground 
act iv i ty . The re s i s tanc e movement s tood aga i n s t  the 
Fasc i s ts and the Germans . I t  i s  e s t ima ted that 2 3 2 , 8 4 1  
per s on s  ac t ive ly engaged in the movement . 6 The i r  efforts 
played a l arge part in I ta l ian soc i e ty and po l i t i c s , and 
late r became a key l i ne of commun ication for the Al l i e s . 
When the Al l i e s  reached Rome and f i na l ly l i berated the 
c i ty on June 5 ,  1 9 4 4 , the re s i s tance movement cont inued 
to f ight aga i n s t  German un i t s  and the nee- Fa s c i s t  who 
were attempt ing a re s urgence . The part i s ans we re 
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regarded a s  heroe s ;  unfortunate ly , many be c ame martyrs .  
Acc ording to Mammare l l a : 
The p ar t i s a n s  paid de arly in s ac r i f i c e  and 
live s . P ar t i s a n  bands underwe nt s evere d i f f ic u l t i e s , 
e s pec i a l ly dur i ng the winters when , pre s s ed by 
Germans and nee - F a s c i s t s , they we re obl iged to h ide 
in the mountain� wi thout food or cont a c t  wi th othe r 
parti s a n  uni t s . S ome time s , for �hort periods , 
re s i s tanc e uni t s  we re compe l l ed to d i sband . When 
the i r  membe r s  re turned to c ivi l i an l i fe they were 
o ften c aught by the po l i c e , tortured and executed . 7 
The fai l ings o f  the I ta l i an war e f fo r t , and , more 
spec i fi c a l ly , i t s  e f fe c t s  on Rome are inc luded i n  thi s  
study bec au s e  i t  i s  here tha t  Fe l l i n i  experi enced the 
anxi ety c re a ted by the F a s c i s t s  and the Ge rman s . During 
the early 1 9 4 0 s , Fe l l in i  wa s emp l oyed by the Marc ' 
Aure l i o  maga z i ne a s  a wr i ter . F e l l in i ' s  art i c l e s  
re f l e c te d  h i s i nd iv idua l i ty , and they d i d  not a lway s 
con form with F a s c i s t  propaganda . Hi s s a t i r i c a l  s ty l e  
kept h im beyond de f i n i te interpre tations and e s t ab l i shed 
gui lt , but i t  did make h im a target for Fa s c i s t  
s crut iny . F e l l i n i ' s  f r i end and b i ographe r , Ange l o  S a lmi , 
rec a l l s  the c on s equenc e s  o f  one inc ident : 
But there was more troub le for Fe l l in i , a fter a 
l e tter wr i tten by h im and s i gned " Bi anch i na , "  
addre s s ed to a s o l dier at the front , had been 
pub l i shed in the Marc ' Aure l i o . The moc k ing , 
paradox i c a l  tone o f  the le tter wa s not to the l ik i ng 
of the Min i s ter of Popul ar Cu l ture and the a tmo s phere 
around the happy-go- lucky edi tor became oppre s s ive . 
Up t i l l  then , Fell i n i  had got by with s u c ce s s ive 
extens ions - o f h i s  conva l e s cent ' s  c e rt i f i c at e  wh i ch he 
�ad obta i ned from s ympathetic fri�nds or by me a n s  o f  
a sma l l  bribe , wi th the excus e  o f  a heart murmur . 
But one b i tt e r  day-- at the beg inning o f  1 943 - -he went 
to the C e l io mi l i tary h6spital for the u su a l renewa l 
and re a l i z ed that the med i c a l  s ta f f  had b ee n  
c omp le t e ly c hanged . Moreover , German o f f i c e r s  we re 
wa tching at a d i s tanc e , but with attent i on , the 
procedure s of the v i s i t s . The only doc tor who knew 
him ro l l e d  up h i s  s l eeve s c autiou s ly , behind the 
bac k s  of the other s , mak i ng de sperate s i gns to warn 
him that he c ould do no thing . The r e s u l t  wa s tha t  
Fe l l in i , i n  t h e  twi nk l ing o f  a n  eye , wa s d e c l ared 
f i� , s en t  to hi s un i t  and to ld
.
t� j o in h i s re giment 
wh1 c h , he r e c al l s , was in Pug l 1 a . · 
Be ing to ld what to do was never we l l  acc epted by 
Fe l l i n i , who soon a fter re ce iving hi s paper s ,  tore them 
up . Whi le thi s a c t  may have given him a mome ntary 
fee l ing o f  fre edom , he eventual ly convinced h ims e l f  that 
he had better obta�n replacements . " He went b a c k  to 
Bo logna;" wr i te s  S o lmi , " for another medi c a l  
examinat i on .  H i s  i nnate fata l i sm had a l re ady r e s i gned 
him to his de s t i ny when , j us t  as he was about to unde rgo 
h i s  examination , the s i ren went o f f  and an a i r - raid bur s t  
upon the c i ty . " 9 The mi l itary ho spita l wa s h i t , and a s  a 
re s u l t F e l l i n i ' s  records we re lost , fre e i ng h im from any 
mi l i tary c ommi tment . Pe rhaps it wa s thi s  event in h i s  
l i fe that c au s e d  h i s  hatred f o r  commi tment . Fe l l i n i  
state s : 
Comm i tment , I fee l , prevent s a man from 
deve loping . My " an t i - Fa s c i sm "  i s  o f  a b i o l o g i c a l  
k ind . I cou ld never forget the i s o l at i o n  i n  wh ich 
I ta ly was enc l o s ed for twe nty year s . Today I fee l a 
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pavement t a l k i ng� I didn ' t l o s e  t ime and I began to 
shout to them ' Fr i t z , my de ar e s t  F r i t z ! '  and l e aped 
�own a lmo s t  a t  the s ame t ime . The s o ldi e r s  in the 
convoy were puz z l ed for a moment , a l l  the more so 
whe n  I bo ld ly h e l d  out my hand to the neare s t  Ge rman 
o f f i c e r , and embrac ed him ,  s t i l l  c a l l ing l oud ly , 
' De ar e s t  Fr i t z . '  When I thi nk about i t  now , i t  give s 
me the s h iver s . Nothing happened : whe ther the 
s o l di e r s  be l ieved in the comedy , or whe ther they 
he s i tated to s hoot at someone who u s ed the body o f  
one o f  h i s  super iors as a shi e ld , the import ant thing 
is that there wa s no fata l bur s t  of machine- gun f i re 
and a few moments l ater I heard the rumb l e  o f  the 
lorry as it drew away . Me anwhi l �� the Ge rman 
o f fi c i a l s pu s hed me away in annoyance and went o f f  i n  
pur s u i t  o f  the i r  own af f a i r s . They h a d  probab l y  
unde r s tood , b u t  l e t  the ma tter s l i p .  I found my s e l f  
alone i n  the Vi a Margutta ,
1
�e ak a t  the knee s ,  my 
heart thump ing , but s a fe . " 
S a lmi adm i t s  that the story change s a b i t  
wheneve r Fe l l i n i  te l l s i t . S t i l l ,  the eve nt d i d  happen 
to some extent . Agqin F e l l i n i  wa s fortunate in evading 
his oppre s s o r s . F e l l i n i  and hi s wi fe cont inued to l ive 
in Rome throughout the war year s . Eventu a l ly ,  Rome did 
become l iberated ; howeve r ,  in F e l l i n i ' s  home the 
ce le brati on wa s s oon ended by tragedy . Fede r i c o  and 
Giu l i e tta s u f fered the trag i c  lo s s  o f  the ir s on , 
Fede r i c h i no , who l ived only a few we e k s  a f ter his b i rth 
duri ng the s umme r of 1 9 4 4 . I n  the mid s t  o f  poverty and 
hunger , the c oup le fe l t  despera tely a lone . Eventua l l y , 
they were ab l e  to regain the ir f a i th and happ i ne s s  but in 
that summer F e l l i n i  fe l t  a s e n s e  of lone l i ne s s  that he 
wou ld c omm i t  to memo ry , to be wi tne s s ed in h i s  art i s t i c 
expre s s ion . 
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Wh i l e  Rome w�s not a v i c tim of many a i r- r a id s , 
FelYini did wi tne s s · the phy s i c a l  de s truc t i on o f  the war 
whe n  he r e turned to h i s  c h i ldhood horne immedi ate l y  a fter 
the war ' s conc l u s ion . Fe l l in i  re c a l l s  the f e e l i ng s  he 
experienced during his vi s i t : 
I l e ft Rirnin i  i n  1 9 3 7 . I we�t back i n  1 9 4 5 . I t  
looked l i ke a s e �  o f  rubb l e . There wa s nothing 
le ft . All that c ame out o f  the rui n s  wa s the 
d i a l e c t , the fami l iar cadence s ,  a c a l l  of  " Du i l i o ! 
Seve r i no ! , "  thos e  s trange name s . 
Many o f  the hou s e s  I had l ived i n  no l orige r  
exi s ted . People ta lked o f  the front; o f  the c ave s o f  
S an Mar ino where they had s he l tered , and I f e l t  
s l i ght l y  a s hamed o f  having been out o f  the d i s a s ter . 
Then we went round to s e e  what was l e ft . The sma l l  
med i ev a l  p i a z z a , " La Pugna , "  wa s qui te unharmed ; 
among the ruins , it looked l ike a C i n e c i t t a  f i lm s e t  
de s i gned by t h e  arc h i te c t  F i l ippone . 
I wa s s truck by the way people we re s o  busy , 
n e s t i ng i n  the i r  wooden hut s  ye t a lready t a l k i ng o f  
board i ng - hou s e s  that mu s t  b e  bui l t , and hote l s , 
hote l s , hote l s : the de s i re to rebu i l d  hou s e s .  
I n  P i a z z a  G i u l i o  C e s are the Na z i s had hanged 
three l oc a l  peop l e . There were now f lowe r s  on the 
ground . 
I rememb e r  that my react ions we re c h i l d i sh . The 
s i ght s eemed to me an out s i z e  outrage . Whe r e  was 
that hote l , that hou s e , that di s tr i c t , that c a fe , 
that s c hoo l ? I fe l t  that re spe c t  for s ome things 
ought to h ave s topped them . Al l right , a l l  r i ght , 
there wa s a war on :
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but did they have to de stroy 
every s i n g l e  thing ? 
Hav i ng one ' s b i rthplace and chi l dhood h orne 
de s troyed may do more damage to one ' s s e n s e  o f  b e longing 
than to one ' s prope r ty . The Americans prom i s e d  to pay 
re s t i tu t i on and help rebu i ld the c i t i e s  de s troyed by 
themse lve s and the Na z i s , but the Ame r i c a n s  c ou l d not 
remove the psycho l o g i c a l  damage done by the war ; not only 
in I ta ly , but �1 1  acro s s  Europe where the war had been 
fought . Along with e nd i ng many fami ly trad i t i on s , the 
war expe r i e nc e c hanged many deeply- rooted phi l o soph i e s . 
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The change became evident a s  Europeans turned to the arts 
as a me an s for expre s s ing the i r  pos t-war burde n s . A 
study o f  any o f  the art s  can show a pro found s e n s e  o f  
pe s s imi sm and de spa i r . The s tudy o f  the c i nema , w i th 
Fe l l ini a s  an example , during th i s  per iod not only s hows 
the phy s i c a l  de s truc t i on of the war , but a l s o the new 
phi losophy b e h i nd i t s  f i lrnmake·rs . David A .  Cook s tud ied 
thi s  per iod and wr i te s : 
More deva stat ing to the c i nema than e i th e r  
ec onomi c i n s t ab i l i ty o r  phys i c a l  wreckage , howeve r ,  
wa s the s tate o f · psycholog i c a l  and mo ral c o l l ap s e  in 
wh ich Europe found i t s e l f  immedi ate ly fo l l owing the 
Na z i . surrender . It i s  e s t imated that Wo r l d  War I I  
k i l l ed over forty - e i ght mi l l ion peop le i n  Europe and 
created more than twe nty-one mi l l ion re fugee s .  Who l e  
c i ti e s , w i t h  the ir entire c ivi l i an popu l atio n s , had 
been wiped out in mi nute s by fir e-bombing and 
art i f a c t s  of a centur i e s - o l d c i vi l i z ation reduced to 
rubb l e . I ndeed , at least 3 5 perc ent of a l l  permanent 
dwe l l i ngs in We s tern Europe had been de s troyed by the 
end of the war . L iberation wa s j oy fu l  when i t  came , 
but the expe ri ence o f  Na z i  barbar i sm le ft a da rk 
imprint upon the Europe an consc iou s ne s s : and the 
reve lation of the true extent of Naz i atroc i t i e s  in 
the occupied terr i to r i e s  wa s no thing le s s  than 
shatte r i ng . I n  one large province of the S ov i e t  
Union , f o r  example , 4 0  percent o f  t h e  inhab i t ants had 
been deported to de ath c amps , and P o l and had l o s t  25 
percent of its entire popu lation to the c amp s . 
German-born soc i o l o g i s t  and ph i lo s opher Theodor 
Adorno , h ims e l f  a re fugee from H i t l er , wa s moved to 
s tate that there could be " no poetry a f t e r  
Au s c hwi t z , "  and indeed for a wh i l e there c ou l d  not . 1 4 
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I ta l ian c i nema .wa s f i r s t  to emerge f r om the a s he s 
o f  th� war . I n  f ac t � even be fore the Naz i s urrende r , 
I ta l ian f i lmmake r s  and c r i t i c s were l ay ing the 
foundations of Nee-Re a l i sm .  C r i t i c s  such a s  C e s ar e  
Z avatti n i  and Umb erto Barbaro and f i lmmak e r s  Vi s c on t i , D e  
S i c a , and Ro s s e l lini c r e ated the innova t ive nee - re a l i s t  
movement wh i c h  wou l d  i n f l uenc e c i nema around the wor l d . 
On l oc at i on s hooting , the u s e  o f  non-pro fe s s i ona l actors , 
and improv i s at i o n  o f  the s c ript , are j us t  a few o f  the 
techni que s that were i ntroduc ed during th i s  moveme n t . 
However , perhaps the mo s t  important c ontr ibu t i on o f  nee­
re a l i sm was the wor k s  of Roberto Ro s s e l l i n i . Ro s� e l l in i  
gave the c i nema wor ld· two v i t a l  e leme nt s . F i r s t l y , h i s  
f i lm ,  Open C i ty ,  i s  a ma s terpiece o f  nee - re a l i s t i c  
techni que s and documented event s o f  Roman l i fe dur ing 
German oc cupat i o n . S econd ly , dur i ng Open C i ty i n  1 9 4 5  
and hi s 1 9 4 6  f i lm ,  P a i s a , Ro s s e l in i  trained a young man 
named Fede r i c o  F e l l in i , who l a ter wou ld trans c end the nee­
rea l i s t  movement and b e c ome one of the great f i lm 
direc tors in f i lm h i s tory . 
Be fore we look a t  Fe l l i ni ' s  tran s c e ndenc e o f  neo-
rea l i sm , · we need to obs e rve the second i n f luent i a l  s c ene 
within hi s c ountry - - Roman Catho l i c i sm .  Fe l l i n i  s ay s  that 
hi s people " grew up in the shadow of fasc i sm and the 
Church . " 1 5  " Fo r  tho s e  born i n  I ta ly , be ing Roman 
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Catho l i c  i s  a cond i tion that ex i s t s  be fore b i r th . " For 
Fe l l fn i , the Church wa s another form of suppre s s i on . . H e  
attended Catho l i c s choo l s  where di s c i p l ine wa s very 
s tr i c t . Whe n he speaks o f  h i s  s chool expe r i e nc e s , the 
s �or i e s  are unde r s c ored by har sh fee l i ngs toward the 
s choo l o f fi c i a l s . · " I  cannot te l l  you what I think it has 
done to me . I had a s tr i c t  re l ig ious educ ation and for 
forty years it has given me prob lems whi c h  s ho u l d  never 
1 7  have been probl ems . "  Dogma ti sm appear s to be the 
charact e r i s t i c  with wh ich Fe l l i n i  l inks Fas c i sm and h i s  
r e l ig ious tra i ning . " I  have expe r ienced and wi tne s s ed s o  
much dogmati sm i n  my l i fe that I am a lway s a fr a i d  o f  
sounding l ike one o f . ·tho se terr ible dragon pr i e s t s from 
my chi ldhood : 1 8  pompou s  and pre s umptuous . "  F e l l i n i , the 
individua l , re j e c ted tho s e  who tried to impo s e  the fear 
o f  God on him by me ans o f  threat s . The threat that there 
·-
" i s no s a lvat i on out s i de the Church " rema ined w i th 
Fe l l i ni , who s e  Cardi nal character in hi s f i lm E igh t and 
One - ha l f  u s e s  the phr a s e  a s  an attempt to " gu ide " the 
f i lm ' s protagon i s t , Gu i do , in the r i ght direc t i on . I n  
fact , many o f  Fe l l i n i ' s  fi lms re f le c t  h i s  a t t i tude s 
toward ove rbe aring o f fi c i a l s  o f  the Church . C a tho l i c i sm 
bec ame a rhe to r i c a l  s tr a tegy for Fe l l i n i . S i nce muc h  o f  
h i s  audience could ident i fy with re l i g ious connot a t i o n s , 
Fe l l ini u s e d r e l i g i ou s s ymbo l i sm as a me an s o f  
cons ub tanti a l i ty . Thi� proc e s s  wi l l  be d i s c u s s ed i n  
de ta i l  later . Paradox i c a l ly , Catho l ic i sm i s  a ma j or 
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e l ement i n  F e l l i n i ' s  s ty l e  a s  a f i lmmake r . " I  know that 
I am a pr i s oner o f  2 , 0 0 0  year s of the Catho l i c  Church , "  
s tate s Fe l l in i , " A l l  I t a l i an s  are . · I do not me an to 
s corn re l i g ion ; p e rhaps a l l  I s ay is ' we have a lways 
needed r e l igion , we have not the s trength to do w i thout 
it ! And whe re it ha s been needed , the a tmo s phere , the 
symbo l s , are a lway s the s ame • . .  and we keep on hav i ng 
that need , .. 1 9  
A rheto r i c a l  analy s i s  o f  h i s  f i lm ,  L a  S tr ada , 
expo s e s  h i s  u s e  o f  re l i gious symbo l i sm within thi s  f i lm .  
Wh i l e h i s  f i lm ,  L a  Do l c e  Vita , i s  not the sub j e c t  o f  th i s  
study , i t _ may b e  the b e s t  examp le o f  how Fe l l i n i  i nc lude s 
re l i g i ou s  symbo l s  i n  h i s  f i lms . I n  the ope n i ng shot o f  
the f i lm ,  a s tatue o f  Je sus Chr i s t  i s  f l own b y  he l icopter 
over the c i ty o f  Rome . Th i s  i s  j us t  a beginn i ng to h i s  
s trategic u s e  o f  symbo l s  unive r s a l  t o  tho s e  o f  the 
Chr i s t i an f a i th . Fe l l i n i ' s  u s e  o f  re l i g i ou s , and 
spe c i f i c a l ly Catho l i c , symbo l i sm produc e s  negative 
cri t i c i sm from s ome of his viewers . Fe l l i n i  repl i e s , " I  
have a fee l ing o f  devo t ion towards the Churc h , and I s ee 
her for what s he me ans to C a tho l i c s  in I ta ly - - a  great 
mo ther , indu l gent and a f fe c t ionate towards the s i nne r . I 
shou ld never dream o f  purpo s e ly exi l ing my s e l f  or 
oppo s ing my s e l f  to he r , for she i s  ins eparable from my 
pe r s ona l i ty as �n I ta l i an . " 2 0  S ub s e quent l y , the Church 
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i s  a l s o  i n s e parab l e  from h i s  _ persona l i ty a s  a f i lmmaker .  
A look at Fe l l i n i  a s  an agent may he lp reve a l  h i s  
intere sting phi l o s ophy toward r e l i gion . However ,  the 
be � t  me ans for analy s i s  wi l l  c ome later in thi s s tudy , 
duri ng the ana l y s i s  o f  La S trada . F e l l i n i  onc e answe red 
a J e s u i t  pri e s t , " I  l e ave my f i lms to an swe r your 
que s t i on about the s p i r itual concept of my wor l d  a s  an 
ar ti s t . " 2 1  
Fe l l i n i  
Burke wr i te s , " Cr i ti c a l  and imag inative works are 
an swe r s  to que s t ions po s ed by the s i tuation i n  wh i c h  they 
aros e . They are not me re l y  answer s ,  they are s trategi c 
an swer s , s tyl i z ed answe r s . " 2 2  The previous s e c t i on 
at tempts to s how F e l l i n i ' s  s i tuation during the war and 
hi s atti tude towards the Church . The s e  phy s i c a l  
s i tuations , or s c e n e s  w i thin hi s l i f e , a f fe c t  the 
psycho logi c a l  s ituat ion of the creative agent . I n  
Fe l l in i ' s  l i fe , the s c ene s contained much s u f fe r ing . 
Do s t oevsky wr i te s , " Why , s u f fe r i ng i s  the s o l e  o r i g i n  o f  
con s c iou s ne s s . " 2 3  Th i s  s t ateme nt re l at e s  t o  the men t a l  
proc e s s  through whi c h  t h e  psychologi c a l  s i tuat i on evo lve s 
into the phi l o s oph i c a l  attitude or be l i e f . I t  bonds the 
strategic an swe r and the s ty l i z e d answe r . F e l l in i ' s  
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psycho logi c a l  s trate g i e s  o f  ident i f ication are u s ed a s  a 
me ans ' o f e ncodi ng hi s phi l o s ophi c a l , s ty l i z ed answer . 
There fore , F e l l i n i ' s  be l i e f s  are behind h i s  s trateg i e s  as 
a f i lmmake r , and his ph i l o s ophy become s his s ty l e  as a 
f i lmmake r . Th i s  l e ads a c r i t i c  to another s t ar t i ng 
point- - the agent who per form s  the ac t • . Burke wr i te s , " At 
s uc h  p o i n t s  the ve ry at tempt to d i s cu s s  the poem pure l y  
a s  t h e  produc t o f  a poe t  should eventua l ly he l p  sharpen 
our perception of the re spe c t s  i n  wh i ch the poem mu s t  be 
ana l y z e d  rather as the product of a c i t i z e n  and t axpayer , 
s ub j e c t  to var iou s s o c i a l  embarras sment s ,  phy s i c a l  i l l s , 
and menta l aberr a t i on s . " 2 4  La S trada i s  the product o f  
Fe l l i n i ' s  thought s .  Whi l e  a n  ana ly s i s  o f  the f i lm wi l l  
expo s e  many o f  hi s ide a s , h i s  own words , given dur ing 
interviews , a l so reve a l  his attitude s ,  va lue s , and 
be l i e f s . The s e  e l ement s , as Fe l l in i ' s  ph i l o s ophy , c re ate 
an i ntere s t i ng i nterpre tat ion of re a l i ty . Ac c or d i ng to 
Fe l l in i : 
Re a l i sm i s  a b ad word . I n  a certa in s e n s e  
everything i s  re a l i s t i c . I s e e  n o  d i v i d i ng l i ne 
betwe e n  imag ination and real i ty . I see a gre a t  de a l  
o f  r e a l i ty in imag i nat i on . I don ' t  fee l i t ' s  my 
re spon s ib i l i ty to arrange eve ryth ing ne a t ly on one 
univer s a l ly va l id - leve l . I have an i n f i n i te c apac i ty 
for ama z ement , and I don ' t s e e  why I shou ld s e t  up a 
p s e udo-�gt ional s c re en to protect me from be ing 
ama z ed . 
Fe l l in i ' s  d e f i n i tion , or lack o f  de f i n i t ion , o f  
re a l i ty a l i e nated h im from nee-rea l i s t  c r i t i c s  who c a l led 
him a " tr a i tor " to the . movement . Thi s  c r i t i c i sm may b e  
un j us t- because Fe l l i n i  doe s n o t  betray t h e  movement , h �  
tran s c ends i t . Fe l l in i , t h e  individua l ,  did n o t  a l l ow 
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prede termined qual i t i e s  to suppre s s  h im in h i s  f i lms the 
s ame way that he did not a l low F a s c i s t s  and " dr agon 
pr ie s t s " to suppre s s  his i ndividua l i ty . Fe l l i n i  s aw n e o -
re a l i sm fading , a n d  fe l t  that i t  wa s " ne c e s s ary to b e c ome 
a ppe t , to c op e  with i t s  f l atne s s . " 2 6  Whi l e h i s  c r i t i c s  
wanted to c oncentrate s o l e ly on soc i a l  re a l i ty , F e l l in i  
a l s o  wan ted t o  addre s s  soc i a l  re a l i ty , but not j us t  o n  a 
s ing le leve l . F e l l ini summari z e s  many o f  h i s  b e l ie f s 
when he state s : 
Re a l i sm i s  ne ither a t i ght enc lo sure nor a one­
dimen s io n a l  panorama . A l andscape , for i n s t anc e , has 
a numb e r  of l aye r s , and the deepe s t , wh i c h  o n ly 
poe t i c  l anguage c an reve a l , i s  not the l e a s t  r e a l . 
What I want to show beyond the outer surface o f  
things i s  wha t peop l e  c a l l  " unre a l . "  They s ay I have 
a t a s te for my s te ry . I f  they l i ked to give the word 
a c ap i ta l  M ,  then I wou ld be glad to accept i t . To 
me , my s te r i e s  be l ong to man , they are the great 
unre a s on i ng l i ne s of hi s spiritual l i fe , l ove , he a l th 
. .  At the c e ntre of succe s s ive l ayers of re a l i ty , 
God i s  to b e  found , I think-- the key to my s te rie s .  I 
wou ld add that i f  nee-re a l i sm i s  c a l led " s o c i a l , "  a s  
i t  i s  b y  certain I t a l i an c r i t i c s , the n i t  i s  
l �m�ted � 7 
Man i s  no t j us t  a soc i a l  be i ng , h e  i s  
d1.v1.ne . 
Fe l l i n i ' s  b e l i e f s  do not abandon the mi s s ion o f  
nee - re a l i sm ,  nor d o  they s how di s re s pe c t  for h i s me ntor , 
Ro s s e l l in i . They r e f l e c t  the unde r s tanding that 
soc i e t i e s  are made of men , and if an art i s t  s e e k s  to 
portray s oc i a l  rea l i ty he or she should concentrate on 
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the indiv idua l .  Nee-re a l i s t  f i lmmakers docume nted s o c i a l  
real {�y b y  me re l y  fo l l owing a man around with a c amer a , 
but Fe l l i n i  c ho s e  to u s e  h i s  ins trume nt o f  f i lm to . probe 
the succ e s s ive l aye r s  of rea l i ty wh i ch lie within a man . 
( S.ee page 2 . ) F e l l i n i  s e e s  th i s  s e arching o f  the soul a s  
a re l i gious i nve s t i gation . " Every inve s t igat ion that a 
man make s about h imse l f , about hi s re lations w i th other 
peop l e  and about the my s tery of l i fe , is a s p i r i tu a l  
inve s t igation and- - i n the true sense o f  the word- - a  
1 . . .. 2 8  re l. g l.ous one . Fe l l i n i  s ay s , " I  suppo s e  that thi s i s  
my phi l o s ophy . Th i s  i s  nee-re a l i sm ,  a s  far a s  I am 
concerned , in i t s  pure and original sense ; a que s t  for 
the e s s en t i a l  se l f , my own and othe r s , a l ong a l l  paths o f  
l i fe . " 2 9  . La S trada , wh i ch me ans " The Ro ad , " i s  a que s t  
for the se l f  a l ong a l l  path s  o f  l i fe . The po i n t  needs to 
be made , that th i s  mo t ive l inks Fe l l ini to ne e - re a l i sm .  
Soc i a l  re a l i ty i s  man ' s  re l at i onsh ip wi th hi s fe l l ow 
man . Man ' s  ab i l i ty to love hi s fe l low man i s  s p i r i tua l ; 
my s ter ious in tha t thi s  power fu l  emotion tran s c ends 
rationa l i ty . S c i e nt i s t s pre fer to equate re a l i ty with 
the phy s i c a l i ty o f  rat iona l i ty . Fa s c i s t s  de f i ned neo-
re a l i sm a l ong the s e  gu ide line s . Fe l l i ni de f i ne s the 
movement through i t s  arti s t i c  e s sence , 
A commo n bond l i nks a l l  the var ious nee - r ea l i s t  
te ndenc i e s , and i t  i s  love o f  man , o f  hi s l i fe and 
hi s surroundi ng s . Nee-r e a l i sm is the " c ommon man ' s " 
movement , that i s  man and h i s  re l at i on s h i p s  out s ide 
�nd beyond hims e l f . The s e  re lation s h i p s  b e c ome the 
nuc leus for a comp l i c a ted change in the pattern �O 
l iv ing , a n  ex i s tence whi ch become s c o - ex i s te nc e . 
Conc l u s ion 
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From th i s  introduc tory materi a l , we aga i n  r e a l i z e  
that Wor l d  War I I  changed the pattern o f  l iv i ng . German 
cou ld not c o - ex i s t  wi th Jew ; F a s c i s t  I t a l i an c ou l d  not co-
exi s t  with ant i - fa s c i s t  I t a l i an . The inab i l i ty to co-
ex i st c au s e d  the inhumanity o f  death c amps . Many 
suf fered , a nd consequ ent ly many were awakened to a new 
con s c ious ne s s . But the new consc iou s ne s s  c ame i n  the 
form of burdening que s t ions . The rational could not 
answer the s e  que s t io�s . Roman Ca tho l ic i sm c ou l d  not 
answe r the s e  que s t ion s . Thi s inabi l i ty to de f ine one ' s  
own e s s e nc e  became the " human condi tion . '' F o l l owing 
Wor ld War I I , man ' s irrat iona l i ty and his my s t er ious 
sense o f  lone l i ne s s  and a l ienation with i n  hi s own wo r ld 
bec ame the work o f  arti s t s  rather than pol i t i c i a n� or 
pr i e s t s . F ew we re ab le to fu l f i l l  the respon s ib i l i ty o f  
o f fer ing a n  answe r a s  authentic a s  the que s t i on . Fe l l i ni 
is one of tho se art i s t s  who s e  persona l cond i t i on provided 
ins ight into the " human condit ion . '' Fe l l i n i ' s  s c ene 
pre se nted an awarene s s  o f  the s i tuation and gave h im the 
ab i l i ty to addre s s  i t . I f  we are to unde r s tand F e l l i n i , 
the f i lmmak er , we mu s t  f i r s t  c ome to gr ips with the 
bac kground wh ich s haped h i s  real ity . Fo l l owing th i s , h i s  
agency , how he mee t s  t h e  cha l lenge and o f fe r s  h i s  an swe r , 
become s the focus o f  s tudy . 
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CHAPTER I I I  
FELLI N! AND F I LM 
· · By l ook ing at th ings with the l ove and commun i on that 
are e s t ab l i s he d  from one moment to anothe r b e twe e n  a 
per s on and mys e l f ,  betwe en an ob j e c t  and my s e l f ,  I 
unde r s tood that the c i nema c ou ld f i l l  my l i fe , 
he l pi ng me to f i nd a me aning in ex Ls tenc e . · 
- - Fe l l in i  
I ntroduction 
The previous c hapter s tudied La S t rada ' s  s c ene , 
I ta ly , and i t s  agent , Fe l l i ni . I t  i s  the purpo s e  o f  thi s  
chapter to ana ly z e  L a  S trada ' s  agency , or " how h e  d i d  
it . "  B y  the nature o f  Burke ' s  de f in i t i on , the a g e n c y  i s  
the wor k  o £  the agent . There fore , chapter thr e e  propo s e s  
to s tudy f i lm a s  an agency and Fe l l i ni ' s  u s e  o f  th i s  
agency . 
How d i d  Fe l l i n i  c reate La S trada ? The que s t i on 
could be an swered in a number o f  way s . F i nanc i a l ly , 
Fe l l in i  needed the h e l p  o f  Carlo Ponti and D i ne De 
Laurent i s . T e c hn i c a l ly , Fe l l i ni wa s a s s i s ted by h i s  
product ion s ta f f  and c rews . Only Fe l l i n i  had the ide a , 
and he gove rned a l l a s p e c t s  o f  La S trada ' s  produc t ion , 
insur ing that h i s  idea was expre s s ed . The f i lm med ium 
o f fe r s  many r e s ource s for expre s s i on and Fe l l i n i  take s 
; 
advantage o f  them a l l .  I n  thi s  s en s e , the fo l l ow i ng 
s e c t ion s  wi l l  s how how Fe l l in i  pre s ented La S trada , 
rhetori ca l ly through the u s e  o f  f i lm .  
F i lm a s  a Me dium o f  I denti f i c at i on 
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Whe n certain thoughts f i l l  a per s on ' s  head , they 
c an become a burden . I f  the s e  though t s  are burden ing , a 
per s on u s u a l l y  doe s one o f  two things : expre s s e s  the 
thought s - or goe s i n s ane . By human nature , people have a 
need to c ommun i c a te . Fortunate ly , we are ab l e  to do s o  
through a very s imp l e  proc e s s ; but , the proc e s s  i s  
per formed b y  human s  s o  i t  o f ten become s c omp l ex . The 
s tandard commun i c a t i on proc e s s  invo lve s a per s on who 
encode s a me s s age and s e nds it through a c hanne l to the 
" othe r " who decode s the me s s age . Thi s  is a two -way 
proc e s s  when the other returns feedback to the s e nder . 
Two factors determine i f  the proc e s s  i s  succe s s fu l . 
F i r s t ly , the me s s age mu s t  reach the other , and s e c o nd ly , 
the me aning mu s t  re ach the other . The me s s age u sua l ly 
doe s  get tran smi tted ; howeve r ,  the me aning i s  o f ten not 
rece ived . 
The s e nder e n c ode s a me aning into the me s s age 
wh i c h  he or she intends the o ther to dec ode , mak ing the 
encoding proc e s s  a ve ry s trateg i c  one . Encod i ng 
s trate g i e s  r e l ate d i r e c t ly to the mo t ive o f  the s e nder . 
For in s tanc e , a s e nde r who s e  mot ive i s  to enc ode a 
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me s s age s o  that i t s  me aning i n forms i t s e l f  to the o ther , 
wi l l  us e  s i gn s wh i ch the other wi l l  c learly ident i fy and 
unde r s t and . The proc e s s  change s when a s ender ' s  mot ive 
is to encode a me s s age who s e  me aning or " hi dde n " me aning 
per s uade s the othe r . I n  this c a s e , the me s s age 
s trategi c a l ly cont a i n s  s i gns wh i c h  have conno t a tive 
meanings . A thi rd mot ive re s t s  somewhere betwee n _ the 
two . I t  i s  s imi l a r  to persua s i on i n  that the s i g n s  
s trateg ica l ly po s s e s s  connotat ive me ani ngs ; however ,  the 
mot ive of the sender is to identi fy with the other . Th i s  
i s  the s trategy o f  ident i f i c ation . Burke exp l a i n s  that , 
" Trad i t iona l ly ,  the key term for rhetoric i s  not 
' ident i ficat ion , '  but · • pe r s ua s i on . ' . Our t r e a tme nt , 
in terms o f  ident i f i c at i on , i s  de c i dedly not meant a s  a 
sub s t i tute for the s ound tradi tiona l approac h . Rathe r ,  
. .  i t  i s  but an acc e s sory to the s tandard l o re . " 1 
There fore , thi s  s tudy ob s e rve s the s trategy o f  
ident i f ication a s  a mo tive in wh i c h  the sende r i ntends to 
reach the other by identi fy ing with him or her . Th i s  
c ou ld b e  c a l l e d  persuas ion once removed .  Burke wr i t e s 
that , " You persuade a man only inso far a s  you c an t a l k  
h i s  language by speech , ge sture , tona l i ty , order , image , 
atti tude , ide a , ident i fying your ways with h i s . " 2 
I n  communicating a me aning to the other , " ta l king 
h i s  l anguage " requ ir e s  more than j u s t  speaking a c ommon 
4 5  
national d i a l e c t . The s e nder wi s he s  the me aning to 
travel a path pa s t  the e ar and i nto the mind of the 
other . When the s e nder knows a great dea l  about the 
other , the goa l  is more attainable . But , whe n  the s e nder 
on1y knows gener a l  i n format ion about a gene r a l  aud ienc e , 
he or she mus t  re l y  on i n s t incts and hope fu l ly a ba s i c 
under s t anding o f  the audience ' s  " c ondit ion . "  I n  
atta i n i ng ident i f i c a t ion , two points should be 
unde r s tood . F i r s t ly , the tran smi s s ion o f  the me s s age ' s  
me aning c an only reach the mind � o f  the aud i e n c e  v i a  
the i r  s en s e s . T h e  more s e n s e  s t imu lated , the b e t t e r  the 
chan c e s  o f  the me an ing reaching i t s  de st ination . 
Secondly , each audi ence member ' s  mind i s  di f f e re n t , 
sugg e s t i ng that the encoding proc e s s  should s trate g i c a l ly 
uti l i z e  s i gn s whi ch l e ave room for interpre ta t ion . The 
f i lm me dium has been proven suc ce s s fu l  in put t i ng the s e  
two po ints t o  u s e . F e l l i n i  unde r s tands th i s  point whe n  
h e  s tate s , " A  s tory o f  character s , a s tory about �ar ious 
s i tuation s , an idea s e ems to me particularly va l i d whe n  
it s ugge s t s  i t s e l f  o n  various leve l s , that i s , when i t  
g ive s a po s s ib i l i ty o f  fru i t ion , o f  as s imi l a t ion o n  
var ious leve l s . F rom that it i s  po s s ib l e  t o  impo s e  an 
un ique leve l for e ac h  person . " 3 
Ski l l e d  rhetor i c ians use amb iguou s s i gns and 
arrange them i n  such an order a s  to sugge st the i r  me ani ng 
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wi thout con s t r i c t i ng i t . Th i s  strategy i s  u s ed to bring 
d i f fering minds c l o s e r  togethe r . Burke wr i te s : 
I n  pure ident i f i ca t i on there wou ld be no s tr i fe . 
Likewi s e , the re wou ld be no s tr i fe in ab s o lute 
separatene s s , s i nce opponents c an j o in bat t l e  o n l y  
through a med i atory ground that make s the i r  
commun i c at ion po s s ib l e , thu s providing the f i r s t  
cond i t ion ne ce s s ary for the ir interchange o f  b l ows . 
But put identi f i c at i on and div i s ion amb i guou s ly 
together , so that you cannot know for c e r t a i n  j u s t  
where one ends and the other beg i n s , aid you have the 
charac te r i s t i c  i nv i tation to rhe tor ic . 
The interpre tation o f  a rhetor i c a l ly amb iguou s me s s age 
re l i e s  on the mental proc e s s e s  of the other or audi ence 
of other s .  F e l l i n i  be l i eve s that each mind has various 
leve l s  and that a me s s age c an rece ive i t s  me aning . by 
a s s imi l ating to at l e a s t  one o f  tho se leve l s . F e l l i n i ' s  
s trategy o f  a s s imi l at i on appears to be j u s t  another name 
for Burke ' s  s trategy o f  identi f ic ation . I n  h i s  f i lms , 
F e l l i n i  conc entra t e s  h i s  s trategy on the aud i e nc e ' s  l eve l 
o f  imaginat ion . He fee l s  that " The f i lm take s a l l  o f  i t s  
me aning , f i nd s  i t s  true j us t i f i c ation o n  the l eve l o f  
imag ination . And then , each one wi l l  appropr i ate ' i t to 
h ims e l f  according to h i s  own s e n s i t iv i ty and h i s own 
inte l l i genc e . " 5 Burke s e e s the ro l e  o f  the imag inat ion 
i n  rhetori c  as mak ing the real s eem doub ly r e a 1 . 6 For 
year s , educ ators have u s ed imagery a s  a me ans of reaching 
the i r  s tude nt s .  Rhe to r i c i ans , through the s trategy o f  
ident i f i c a t i on , a l s o u s e  imagery . The ex amp l e  o f  a 
po l i t i c i an who proc l a ims that " he ' s a farm boy hims e l f "  
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i s  h i s  attempt �o cre ate the image o f  hims e l f  and farme r s  
agre� ing o n  po l i ti c a l  i s sue s . The image s become even 
more powe r fu l  whe n  the rhe tor i c ian is ab l e  to control 
the i r  order i n  the audience ' s  mind . Perhap s thi s  i s  the 
root of f i lm ' s power ; its abi l ity to pre s ent ima g e s  and 
pre s ent them in � s trategic order . When a f i lm i s  abl e  
t o  pro j ec t  i t s  image s and order onto the m i n d  o f  i t s  
viewer , ident i f i c ation i s  made po s s ib le . The viewer has 
hi s own image s and s e n s e  of orde r , and when the se two 
s e t s  c ome toge the r , the s trateg� o f  ide nt i f i c a t i o n  i s  
suc c e s s fu l . 
Fe l l i n i ' s  U s e  o f  the F i lm Med ium 
F i lm ,  a lone , is a med i um of commun i c a t ion . I t  
become s a me ans for expre s s ion when someone " wr i te s "  a 
me s s age on i t . F e l l i ni wr i t e s  h i s  me s s age dur i ng a l l  
thre e  produc t i on s tage s o f  h i s  f i lm .  He de c i de s what i s  
shot , how i t  i s  s ho t , and how i t  i s  pre s ented . I n  do i ng 
so , he u s e s  three c inemat i c  s trategie s :  the u s e  o f  
symbo l s , the u s e  o f  M i s e  e n  s c ene , and the u s e  o f  
montage . The three fac i l i tate Fe l l ini ' s  u s e  o f  the 
s trategy of ident i f i c at i on . 
A s ingle f i lm shot i s  an un- edited p i e c e  o f  f i lm 
o f  any length . I t  reve a l s  what the f i lm d i r e c tor cho s e  
t o  inc lude i n  creat ing a n  image . In cre ating the image , 
the d i rec tor wi l l  u s e  s i gn s . Anything wi th i n  the f i lm ' s 
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frame can be a s i gn . Acc ording to Burke , " nonve rba l 
cond i�ions or ob j e c t s  c an be cons idered a s  s i gns by 
reason o f  per sua s ive i ngredients inherent in the 
' meaning ' they have for the audi enc e to whi ch they are 
' a·ddre s s ed . ' " 7 Such s ign s are no longer j u s t  s i gns whe n  
the i r  i nherent me aning s i gn i f i e s  another qua l i ty . They 
become symbo l s . C a r l  Jung , in h i s  book e nt i t l ed Man and 
h i s  Symbo l s , de f ine s a symbo l as " a  term , a name , or even 
a p i c ture that may be f ami l i ar in daily l i fe , ye t that 
po s s e s s e s  spe c i f i c  c onnot ations · in add i tion to i t s  
conventional and obvi ous me aning . I t  imp l i e s  s ome th ing 
vague , unknown , or h idden from us . "  He add s , " Thus a 
wo rd or an image i s  symbo l i c  wh en i t  imp l i e s  s ome th i ng 
mo re than . i t s  obvious and immedi ate me aning . " 8 
F i lmmake r s  have been very suc ce s s fu l  in u s i ng s i gns a s  
symbol s becau s e  they c an man ipu l ate the c amera in such a 
way as to make them appe ar s i gni f icant . F i lm c r i t i c  
Monroe C .  Bead s ley fee l s  that there are two k i nd s  o f  
s i gn s : natur a l  one s and conventional one s . 
A natura l s i gn i s  one wh ich has with i n  i t s e l f �n 
inhe rent re lationship to another qua l i ty . For examp l e , a 
pi cture o f  a c lock i s  a s i gn for the c oncept o f  a c l ock , 
but a l s o  i s  a natural s i gn , or symbo l ,  for the concept o f  
time . A conve nt iona l s i gn i s  s omewhat more symbo l i c i n  
that i t  i s  a n  arb i trary s i gn wh ich repre s e n t s  anothe r 
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qua l i ty not through an ·i nherent relations hip , but through 
c onvent ion . For example , the word " c l ock " i s  onl y  a s ign 
for f ive lette r s  within quotations . Arrange d a s  the s e  
l et te r s  are , they a r e  a natura l s ign for a word . Through 
c o"nvention , the word is a Conventiona l s ign for the 
c oncept o f  a c lo c k . A l l  wo rds are conventional s i gns or 
symbo l s  for the thi ng symbo l i z e d . There fore , they can 
only be u s e d  to mean the thi ng onc e a soc iety h a s  agreed 
upon its me aning . The se " agreed-upon " me an i ng s  a l so make 
a s he ep a symbol for pur i ty or a cro s s  a symbo l for 
Chr i s t i a n i ty . Man c an only c ommunic ate a me a n i ng by 
u s i ng symbo l s , un l e s s  he ac tua l ly wave s the thing in 
front of the other ' s  no s e . Obvious l y it i s  e a s i e r  to 
c ommunicate the concept of a c lock by s ay ing or wr iting 
the word than i t  is  to commun i c ate the conc e pt by 
attaching a c lock as appendix A .  Man has be c ome very 
content w i th the u s e  of symbo l s . I n  fac t , Burke de f i n e s  
m a n  a s  t h e  " symbo l - u s i ng ( symbol-mak ing , symbo l-m i sus ing ) 
an imal . " 9 He expl a i n s : 
The " symbo l - u s ing anima l , "  ye s , obv i ou s ly . But 
we c an br i ng our s e lve s to real i z e  j u s t  what that 
formul a  imp l i e s , j us t  how overwhe lmi ng l y  muc h  o f  what 
we mean by " r e a l i ty "  ha s been bui l t  up for u s  through 
nothing but our symbo l sys tems ? Take away our book s , 
and wh at l i t t l e  do we know about h i s tory , biography , 
even some thing s o  " down to earth " as the r e l a t ive 
po s i t ions of s e a s  and continents ? What i s  our 
" r e a l i ty "  for today ( beyond the pape r - t h i n  l i ne o f  
our own part i cu l ar l ive s )  but a l l  th i s  c lutter o f  
symbo l s  about the pa s t  c omb ined wi th wh ateve r th i ngs 
we know ma i n l y  th6ugh map s , maga z ine s , new s pape r s , 
and the l i ke about the pres ent ? I n  s choo l , a s  they 
g'o from c l a s s to · c l a s s , s tudents turn from one i d i om 
to anoth e r . The various c our s e s  i n  the curri c u l um 
are i n  e f fe c t  but s o  many d i f ferent termin o l o gi e s .  
And however important to u s  i s  the tiny s l iver o f  
r e a l i ty e ac h  o f  u s  ha s experienced f ir s thand , the 
who l e  ove ra l l  " p i c ture " is but a cons truc t of our 
symbo l s y s tem s . To medi tate on thi s  fact unt i l  one 
s e e s  its fu l l  imp l i c a t ions is much l ike pe e r i ng over 
the edge of th ings into an u l t imate aby s s . And 
doubt l e s s  that ' s  one reason why , though man i s  
typi c a l ly the symbo l - u s i ng anima l , h e  c l i n g s  to a 
kind o f  na ive verb a l  rea l i sm that re fu s e s  to �e a l i z e  
the ful l  extent o f  the f8l e  p l ayed by symbo l i c i ty i n  
h i s  not ions o f  rea l i ty . 
S uc ce s s fu l  rheto r i c i an s  and poe t s  re a l i z e  the 
extent of the role p l ayed by symbo l i c i ty i n  the i r  
audie nce ' s  not i ons o f  r e a l i ty . F e l l i n i  i s  s u c c e s s ful a s  
a f i lmmaker l arge ly because he cre ate s a rea l i ty i n  h i s  
f i lms bu i l t o n  s ymbo l i c i ty . A s  symbo l s , Fe l l i n i ' s  s i gn s 
a l l ow thems e lve s to identi fy or a s s imi l a te to a l eve l 
within the mind o f  the audienc e . Fe l l in i ' s  mo t ive i s  to 
s t imul ate the imag i nat ion . He doe s  th i s  through the u s e  
o f  symbo l s . Burke under s tands thi s  s trategy whe n  he 
wr i te s , " the u s e  of symbo l s  to induce ac t ion i n  be ings 
that norma l ly communica te by symbo l s  is  e s s e nt i a l ly 
re a l i s t i c  i n  the mo s t  prac t i c a l  and pragmat i c  s e n s e  o f  
the term . " 1 1  
Fe l l i n i  u s e s  s ymb o l s  in creating h i s  image for 
f i lm .  He doe s not take a s ing le shot l i ght ly . He fee l s  
that , " Any s hot a t  a l l  expre s s e s  the tota l i ty o f  a 
wor ld . The re i s  not need to even s ay i t . "
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Fe l l i n i  
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s e e s  no d ivid i ng l i n� between the imaginati on and re a l i ty 
be cau s e  he i s  ab l e  to create an imaginary wor ld by u s i ng 
real s i gns . S in c e  the s e  s igns are symbo l s , h i s  imagi nary 
world is doub l y  r e a l . I t  i s  real on the sur f a c e  o f  f i lm 
and incre a s ingly re a l  wi thin the audience ' s  
identi f i c at ion . 
The c inemat ic t e rm for c reat i ng an image for f i lm 
i s  mi se en s c ene ; a F rench term whi c h  l i te r a l ly me ans 
" putt i ng in the s c ene . " It  de s c r ibe s the a c t ion , 
l i ghting , decor , and other e l ements with in the s ho t  
i t s e l f . Fe l l in i  s trate g i c a l ly puts a l l  o f  the s e  e l eme nts 
i n  his  shot . Th i s  i s  one o f  the are as in wh i ch F e l l i n i  
broke t h e  con s tr i c t i ons o f  nee- re a l i sm .  Nee - re a l i sm 
s imp ly fol l owed the a c t i on within an ex i s t ing s c ene . 
I ronic a l ly , i t  wa s dur ing thi s  movement that F e l l i n i  
learned t h e  v i s u a l  powe r o f  mi se en s c ene . H e  r e c a l l s , 
" when I wa s wo rking with Ro s s e l l i ni I began to s e e  how 
much more expre s s ive the v i s ua l s  can be . " 1 3  I ndeed nee­
real i s t  f i lms we re suc ce s s fu l  in us ing re a l  thing s . 
Immedi ate ly fo l l owing Wor l d War I I , I ta l i an l i fe i t s e l f  
wa s drama t i c . But one doe s  not gain ins ight from j u s t  
looking a t  re a l i ty , one has t o  d i s sect i t . Fe l l i n i  
di s s e c t s  re a l i ty and doe s not put it back together a s  i t  
orig ina l ly wa s , b u t  with what h e  fi nds s i gn i f i c ant i n s ide 
o f  i t  more evident on the outs ide . I n  h i s  c a s e , the 
exterior i s  the f i lm image . F e l l i ni ' s  u s e  o f  mi s e  en 
s c ene reve a l s  wha t  he s e e s  in rea l ity and how h e  h a s  
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cho s en to s how h i s  r e a l i ty t o  the audienc e . To i de n t i fy 
with h i s  aud i enc e , he put s , i nto hi s wor ld on f i lm ,  
symbo l s  that func t i on a s  real things . F e l l i n i  rever s e s  
the norma l me ntal proc e s s  because h e  re l i e s  o n  the 
audience ' s  de cod i ng proc e s s . Fe l l i ni v i ew s  real things 
as symbo l s , there fore i n  dep i c t ing his re a l i ty h e  u s e s  
symbo l s  who s e  me anings are more i n f luent i a l  and important 
to the s c ene than the i r  mere pre s ence a s  real th i ng s . 
Two primary examp l e s  found i n  La S trada are F e l l i n i ' s  
placement o f  c h i l dren and anima l s  i n  the backg round o f  
many shot s . The t echnique i s  made e f f e c t ive by the ir 
" logic a l " ab i l i ty to be within the s c e ne and a c t ion of 
the shot . With thi s  technique , Fe l l i n i  tran s c ends neo-
rea l i sm . Ac cord i ng to Burke : 
And whe n  we u s e  s ymbo l s  for thi ng s , such s ymbo l s  are 
not mere ly re f l e c t i ons of the things symbo l i z ed ,  or 
s i gn s for them ; they are to a degree a tran s c e nding 
o f  the things symbo l i z ed .  S o , to s ay that man i s  a 
symbo l - u s i ng an ima l i s  by the s ame token to s ay that 
he is a " t ran s c e nding an ima l . "  Thus , there i s  in 
language i t s e l f  a mo t ive force c a l l ing man to 
tr an s cend the " s tate of nature " ( that i s , the order 
o f  mot ive s that wou l d  prevai l  i n  a wo rld w i thout 
l anguage , Logos , " re a son " ) .  
Fe l l i n i ' s  shot contains a mot ive not found i n  neo-
real i s t  s ho t s . He doe s mo re than c re ate an image for h i s  
aud i ence ' s  mind , h e  c r ea te s the s t imu l i  for a 
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trans c ending pr?c e s s  i n  e ach mind . When Fe l l in i ' s  th ings 
s top
�
be i ng j u s t  thing s , they become rhe tor i c a l  dev i c e s .  
The te rm rhe tori c a l  imp l i e s  that the meaning o f  F e l l i n i ' s  
mi s e  en s c ene depends on the decoding proce s s  o f  e ach 
viewer . Fe l l i n i  apparently be l ieve s tha t by u s ing 
s ymbo l s  whi c h  identi fy thems e lve s wi th his a ud i ence he 
can communic ate the me aning of his f i lm to h i s  v i ewe r s . 
I f  the audience doe s not find the me aning i n  the verb a l  
word s , i t  may f ind i t  th�ough the non-verba l  th ings that 
Fe l l in i  a s soc i at e s with them . I n  th i s  s e ns e , F e l l i n i  
identi f i e s  h i s  th i ng s  with the action i n  the shot so that 
the me an i ng of the ac tion wi l l  be mo re e a s i ly 
identi f i ab l e  with th� aud ienc e . I n  thi s  l ight , i t  i s  not 
s urpr i s i ng that F e l l i n i  a ims at the audienc e ' s  
imagination in trying to communic ate a me an i ng on the 
var iou s  l eve l s  o f  i t s  consc iousne s s . 
The conc e p t  o f  mi s e  en s c ene i s  ba s e d  on 
rhe tor i c a l  s i tu a t i on s . The di rec tor s trateg i c a l ly " puts 
into the s c ene " what he or she be l i eve s wi l l  s t imu late 
the viewe r . Burke wr ite s , "we do no t want to ignore the 
import o f  imagery in i t s  own r ight , f i r s t  as needed for 
character i z ing a g iven motivat iona l recipe , and s e co nd 
for its rhetori c a l  e f fe c t  upon an audience . " 1 5  A f i lm 
shot make s a rhe tor i c a l  e f fect po s s ib l e  by pro j ec ting an 
image . When the image contains rea l thi ngs , it wi l l  
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impact the aud i e n c e  to some degre e . Fre nch c r i t i c  Andre 
Ba z in , u s ing the t e rm " depth of focus , "  argue s that the 
image is �ery re a l i s t i c  bec�u s e  " what is imaginary on the 
s c reen mus t  have the spat i a l  den s i ty of s ome th i ng 
. 1 6  re a l . "  Through a poe t i c  u s e  o f  hi s depth o f  focu s , 
Fe l l in i  popul ate s a rhe toric a l  wor ld . The rea l i ty o f  h i s  
rhetor ic u l t imat e ly depends o n  h i s  v i ewer . A s  Burke 
says , " the poe t i c  hou s e  i s  bui l t  o f  ident i f i c a t i o n s . •• 1 7  
The import that Fe l l in i  p l a c e s  on the u s e  o f  mi se 
en s c e ne s tems from h i s  v i ews on the spoken wo rd . 
Fe l l ini fe e l s  that the spoken word i s  not the b e s t  u s e  o f  
f i lm ' s potenti al . H e  s tate s : 
D i a l ogue i s  riot important to me . The function o f  
dial ogue i s  me re ly t o  in form .  I th ink that i n  the 
c i nema it i s  muc h  better to use other e l eme nt s , s uc h  
as l i ghting , ob j ec t s , and the setting in wh i c h  the 
ac t i on takes p l ace , s i nce the se afg mo re expr e s s ive 
than pag e s  and pag e s  of dia logue . 
Fe l l i n i ' s  " f i lm l anguage " places the emphas i s  on the 
language of s i gn s . H i s  attitude toward the u s e  of s i gns 
as oppo s ed to spoken words re f l e c t s  the i n f luence of the 
French prophe t , Antonin Artaud . Ar taud s e e s  the s ame 
po tent i a l  in the re sourc e s  of theatre that Fe l l i n i  f i nds 
in f i lm .  I n  1 9 3 1  Artaud wr ite s : 
I t  has not been de f i nite ly proved that the 
language of words is the b e s t  po s s ib l e  l anguage . And 
it s e ems that on the stage , wh i c h  is above a l l  a 
spac e to f i l l  and a p l ace where someth i ng happens , 
the l anguage o f  words may have · to g ive way be fore a 
language o f  s ign s who s e  ob j ective a s pect i s  the one 
that has the mo s t  immediate impac t  upon u s . 
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Con s idered in th i s  l i ght , the ob j e c t ive work o f  
·the mi s e  en s c ene a s s ume s a k ind o f  i nte l l e c tual 
dignity from the e f fac ement o f  words b e h i nd ge s ture s 
and from the fact that the e s thet i c , p l a s t i c  part o f  
the the atre drops i t s  r6le o f  decorative inte�med i ary 
i n  order to become , in the proper f�n s e  of the word , 
a directly c ommunicative l anguage . 
I t  appears that both Fe l l in i  and Artaud be l ieve that 
words , · a s  s ymbo l s  for the s i gn or thing , are an extra 
s tep i n  the c ommunic ation proce s s . Wh en the the atre and 
the f i lm re l i e s  too heav i ly on words , th i s  extra s te p  c a n  
confu s e  t h e  aud i e nc e . Fe l l i ni fee l s  that wo rds c reate a 
world o f  labe l s . He s ay s , " I  dete s t  the wor ld o f  labe l s , 
the wor ld that c o n fu s e s  the l abe l with the thing 
2 0  l abe l l ed . " The wo rld o f  words can con fu s e  or d i s rupt 
the s trategy of ident i f i cat ion if it doe s  not produc e the 
image as · intended by the rhe toric ian . 
A better under s t anding o f  F e l l i n i ' s , and 
Artaud ' s , use of the s trategy of ident i f i c a t ion may be 
found in the two terms that Burke a s s o c i a te s w i th th i s  
s trategy : trans c ende nce and con sub st ant i a l i ty . 
Tran s c ende nc e ,  a s  the act o f  going beyond ordinary 
l imits , occurs i n  Fe l l i n i ' s  and Burke ' s  mo t ive s in 
s ymbo l i c i ty . Th i s  is the i r  poetry . Through 
tran s c endenc e ,  Fe l l i n i ' s  poe t i c  use of l anguage of s i gns 
achieves h i s  mo t ive of reaching the audience on various 
leve l s . I n  an art i c le entit led Me taphys i c s  and the M i s e  
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en S c ene , Art aud addre s s e s  the capac ity o f  the poe t i c  u s e  
o f  s ign s . H e  wri te � :  
Th i s  l anguage c r e ated for the s e ns e s  mu s t  £ r om 
the out s e t  be concerned with s a t i s fy ing them . Thi s  
doe s not prevent i t  from deve l oping l a te r  i t s  fu l l  
i nte l l e c tual e f fe c t  o n  a l l  po s s ib l e  leve l s  and i n  
every direc t i on . But it permits t h e  s ub s t i tution , 
for the poe try o f  l anguag e , o f  a poetry i n  s pa c e  
whi c h  wi l l  be re s o lved i n  prec i s e ly t h e  doma i n  wh ich 
doe s  not be long stri c t ly to wo rd s . 
Doubt l e s s  you wou l d  pre fer , for a better 
unde r s tand i ng of wha t  I me an , a few examp l e s  of thi s  
poetry in s pa c e  c ap ab l e  o f  creat i ng k ind s o f  mat e r i a l  
image s equival ent t o  word image s .  Y o u  wi l l  f i nd 
the s e  examp l e s  a l i t t l e  further on . 
Th i s  very d i f f ic u l t  and comp lex poe try a s s ume s 
many a s pe c t s : e s pec i a l l y  the aspects o f  a l l  me ans o f  
expre s s ion u t i l i z ab l e  on the s tage , such a s  mu s i c , 
dance , p l a s t i c  art , pantomime , mimi c ry , 
g e s t i c u l a t ion , i ntonat ion , architecture , l i gh t i ng and 
s c e nery . 
Each o f  the s e  me an s has i t s  own intr in s i c  poe try , 
and a k i nd o f  i ron i c  poe try a s  we l l , r e s u l t i n g  from 
the way i t  c omb ine s w i th the o ther mea n s  o f  
expres s ion ; and the consequenc e s  o f  the s e  
c omb inat�ons , o f  the ir reaction� an�
1
the i r  rec ipro c a l  
de s truc t 1 on s , a r e  e a sy to perce 1ve . 
Fe l l i n i ' s  e f fe c t ivene s s  in u s ing f i lm a s  an 
agency for commun i c a t ion is due to hi s incorpor a tion o f  
a l l  the me ans o f  expre s s ion , a s  l i s ted by Artaud . Art aud 
s e e s  th i s  potent i a l  in the the atre , but Fe l l i n i  reache s 
th i s  potent i a l  by u s i ng the f i lm medium . As a r e s u l t  
Fe l l in i  a l s o  reache s the potential o f  Burke ' s  theory o n  
c on s ub s tant i a l i ty . C on s ub s tant i a l ity p l ay s  a l arge ro l e  
in t h e  s trategy o f  ident i f i c a t ion . Burke exp l a i n s : 
A i s  not ident i c a l  with h i s  c o l league , B .  But 
i n s o far a s  the i r  interes t s  are j o ined , A is 
identi f i e d  with B .  O r  he may ident i fy h ims e l f  with B 
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even whe n the i r  i ntere s t s  are not j o ined , i f  he 
� s s ume s that they are , or i s  persuaded t o  be l i eve s o . 
He re are amb igu i t � e s  o f  subs tanc e . I n  be i ng 
identi fied wi th B ,  A i s  " s ubs tant i a l ly one " w i th a 
pe r s on other than h ims e l f . Yet at the s ame t ime he 
rema i n s  un ique , an i ndividua l locus o f  mot iv e s .  Thu s 
he i s  both j o ined and separate , at once a d i s t i n c t  
s ub s tanc e a n d  c on s ub s t ant i a l  with anoth e r  . 
. S im i l a r ly , two persons may be ident i f i e d  in 
term s  o f  s ome pr inc iple they s hare i n  c ommon , and 
" i dent�f i c at ion " that doe s not deny the i r  
di s t inctne s s . 
To i dent i fy A with B i s  to
2
�ake A 
" c on subs t ant i a l " with B .  . . 
- Wh i l e  Burke speaks o f  consubtanti a l i ty i n  terms 
of rhe tori c ,  the term app l i e s  very we l l  to F e l l in i ' s  
c i nema t i c  u s e  o f  mi s e  en s c ene . Fe l l in i  comb i ne s  the 
me an s of expre s s ion to c re ate the s ingle sub s t ance of h i s  
f i lm image . S in c e  the image c an be broken i nto i t s  
e l ement s , the poe t i c  e f fe c t s  o f  each e l emen t  i n c re a s e s  
the l ike l i hood o f  c on sub s t ant i a l i ty with the aud ienc e . 
Thi s  proc e s s  i s  i nherent in the art s . Artaud compa r e s  it 
to a l chemy , a mag i c  powe r or proc e s s  for chang i ng one 
thing i nto anoth e r . I n  h i s  art i c l e  ent i tled , The 
Alchem i c a l  Theate r , Art aud wr i te s : 
The re i s  a my s t er ious identity o f  e s s e nce b e twe e n  
t h e  princ i p l e  o f  t h e  theater and that o f  a l c hemy . 
For l ike alchemy , the theater , cons idered from one 
point of v i ew its deepe s t  principle , is deve l oped 
from a c e rta i n  numb er o f  fundamenta l s  wh i c h  are the 
s ame for a l l  the arts and wh ich aim on the s p i r i tual 
and imaginary l eve l at an e f f i c ac i ty ana l o go u s  to the 
proc e s s  wh i c h  i n  the phy s i c a l  world actua l ly turns 
all  mat ter into go ld . But there i s  s t i l l  a deeper 
re s emb l ance betwe en the the ater and a l c h emy , one 
wh i ch l e ads muc h  further me taphy s i c a l ly . I t  is that 
a l c hemy and the the ater are so to speak v i rtual a r t s , 
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a nd do noi · ��rry the i r  end- -or the ir re a l i ty- -wi thin 
t hems e lve s .  · 
Art aud , Fe l l i n i , and Burke a l l  agree that the rea l i ty o f  
rhe to r i c  i s  found i n  the mind o f  the audienc e . F e l l i n i  
pra c t i c e s  Burke ' s  theory o f  ident i f i c ati on and Artaud ' s  
theory o f  a l c hemy . F e l l i ni ' s rhetor i c  i s  c-ommuni c ated 
thr ough his f i lms . S t rateg i c a l ly uti l i z i ng mi s e  e n  
s ce ne , the symbo l i c  func t i on o f  Fe l l ini ' s  l anguage o f  
s igns make s h i s  rheto r i c a l  real i ty actua l ly mo re 
rea l i s t ic than the s o c i a l  re a l i ty fi lmed by ne o-
rea l i s t s . By not man i pu l ating the ir sc ene , nee-re a l i s t s  
were j u s t  s pe c t ator s . F e l l i ni wa s cursed b y  s ome o f  h i s  
peers becau s e  h e  had - the nerve and the abi l i ty t o  become 
a mag i c ian . I n  the 1 9 5 0 s , criti c s  we re not ab le to 
rec ogni z e  the powe r with i n  the prac t i c e of a theory 
int roduced by Artaud in the 1 9 3 0 s  and r e i terated by Burke 
in hi s Rhe toric of Mo tive s , pub l i shed in 1 9 5 0 . I n  the 
c ri t i c s ' de fen s e , a l l  three are dea l i ng with a power that 
none would c l aim to fu l ly under s tand thems e l ve s . I n  the 
the atre , Art aud br ings th i s  unknown force , found i n  the 
c on fi ne s  of the human mind , to the fore front . He c a l l s  
tho se who c an c a l l  o n  th i s  force , spe c i a l i s t s . He 
wr i te s : 
I t  i s  in the l i ght o f  mag ic and s orcery that the 
mi s e  e n  s ce ne mu s t  be con s i dered , not as the 
r e f le c t i on of a wr itten te s t , the me re pro j e c t ion o f  
phy s i c a l  doub l e s  that i s  der ived from the wr i t ten 
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work , but a s  the burning pro j ec t ion o f  a l l  the 
� ob j e c t ive cons equenc e s  of a ge s ture , word , s ound , 
mu s i c , and the i r  comb i nations . . the authors· who 
u s e  wr i t ten words only _have noth i ng· to do w i th the 
the ater and mus t  give way to sp�ii a l i s t s  in it s 
ob j ec t i ve and an ima ted s orc ery . 
The l anguage o f  s igns and the s trateg i c  
arrangeme nt o f  them , mi s e  en s c ene , o f fe r  a power t o  the 
the atre and f i lm that authors are wi thout . Art aud ' s  
concept o f  a " Theatre o f  Crue l ty " wa s h i s  re s po n s e  to 
the atre ' s  neg l e c t  of th i s  power . F e l l i n i  doe s not 
neg l e c t  th i s  power . I n  fact , the thi rd e l ement that 
Fe l l i n i  s t rate g i c a l ly u s e s , montage , provide s f i lm w i th a 
powe r that may s urpa s s  that o f  the theatre . 
Fe l l in i ' s  poe t i c  u s e  o f  mi s e  en s c e ne i s  only 
equa l l ed by his u s e  of montage . Montage is  the cutting 
o f  a f i lm to c re ate a j uxtapo s i t i on o f  shots . Montage i s  
per formed i n  the ed i t ing s tage o f  a f i lm .  F e l l i n i  
dec ide s wh at t o  shoot , how t d  s hoot i t , and how to 
pre s ent it . How it i s  pre s ented i s  de termi ned by the 
f i lm ' s edi t i ng . F e l l i n i  edits hi s own f i lms . He 
be l i e ve s that th i s  is very important . He s tat e s : 
After the shoot ing , then come s the r e a l  work- - the 
edit ing . Here i s  where you get the brea th i nto the 
f i lm .  I run the s c e ne s over and ove r again- - one 
hundred , maybe two hundred t ime s . I hear them w i th 
the i r  natur a l  s ound to c apture again the exc i teme nt 
that wa s on the set when the s c ene wa s shot . I try 
to keep what s ounds I c an - - a  train pas s ing by , a 
crowd ye l l i ng ,  the tra f f i c  no i s e s . O f ten even the s e  
mu s t  be recre a ted , howeve r ,  b�cause the generato r s  
f o r  t h e  c ame ras a n d  the l i ghts a r e  t o o  l oud . I a l s o  
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try to s e e  how muc h  I can do without s ound . . You 
learn to �lt� rnate s ound with s i lence , s i le n c e  with 
� s ound , and theri f i na l ly it a l l  come s a l ive . �5 fe e l  that every d i re c to r  mus t  cut h i s  own p i c ture . 
Fe l l i ni u s e s  montage as a strategy o f  t ime and 
space . Eve r s i nc e  S e rge i E i s e n s te in u s ed the s t rategy o f  
montage t o  c r eate s hock s t imu l i  i n  h i s  1 9 2 5  f i lm ,  
Bat t le s h ip P o terokin , · mo ntage has been cons idered very 
powe r fu l . Acc ording to Cook , " E i s e n s t e i n  c re a ted a 
c omp le te ly new e d i t i ng techn ique me re ly ove r s h adowed in 
his f i r s t  f i lm [ S trike ! ] - - one ba s ed upon p s ycho l o g i c a l  
s t imu l at i on rather than narrative logic , wh i ch managed t o  
commun i c ate phys i c a l  and emo t i onal sensat ion d i r e c t ly to 
the audienc e . " 2 6  Contro l l ing the order of image s ,  
f i lmmake r s  g a i ned rhetor i c a l  e f fe c t s  through mo ntage . 
F i lm c r i t i c  J ame s Monaco c a l l s  th i s  the syntax o f  a 
f i lm .  He wr i te s , " the d i a l e c t i c a l  proce s s  i s  inherent in 
2 7 any montage , c on s c ious or not . " I t a l i a n  nee-r e a l i sm 
bas i c a l ly o n l y  u s ed mont age to fol l ow the ac t i on o f  the 
f i lm , as a narrat ive s tory . French avant- garde ln the 
twent i e s  and i t s  " New Wave " 2 8  movement i n  the f i f t i e s  
used montage i n  a more poe t i c  sense . Fe l l i n i ' s  u s e  o f  
montage i s  found somewhere i n  between . H i s  mo t i ve i s  to 
be more poe t i c  than narrat ive . He s ays th at " mov i e s  have 
now gone pas t the pha s e  of pro se narrat ive and are corning 
nearer to po et ry . I am try i ng to free my work from 
ce rtain cons t r i c t ions a s tory with a beginning , a 
deve l opment , an ending . I t  s hould be more l i ke a poem , 
� . 2 9  with me tre and c adence . "  Wh i l e  Fe l l ini doe s  u s e  
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montage i n  a poe t i c  s e n s e , he i s  s incere to nee - re a l i s t ' s  
commitme nt to un i ty o f  t ime and s pace . B a z i n  p o i n t s  out 
that montage is l e s s  re a l i s t i c  when f i lmmake r s  u s e  i t  in 
such a way a s  to p l ay tricks with time and s p a c e . 
F e l l in i  demand s a s e n s e  o f  real i ty in h i s  f i lms . He doe s 
s o  by re spec t i ng the l aws o f  uni ty in t ime and s pac e .
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Fe l l in i ' s  poe t i c  e f fe c t  come s from h i s  u s e  o f  montage as 
a sort of a e s th e t i c  " trans for�er , "  in whi c h  B a z i n  wou ld 
f ind " The me aning is not in the image , it is in the 
s hadow of the image pro j ected by montage onto the fie ld 
o f  con s c iou s ne s s  o f . ·the spec tator . " 3 1 Some o f  F e l l in i ' s 
s ho t s  are u s e d t o  c reate the " s hadow " more than they are 
for narrat ive s tory deve lopme nt . Spec i f ic examp l e s  o f  
th i s  pract i c e , a s  found i n  La S trada , wi l l  b e  di s cu s s e d 
in the next chapter o f  thi s s tudy , where a rheto r i c a l  
approach i s  taken to ident i fy the di alecti c a l  and 
drama t i c a l  proc e s s e s  within F e l l ini ' s  montage . 
To thi s  point in the chapter , Fe l l i n i ' s  u s e  o f  
the language o f  s i gns , h i s  arr angeme nt o f  them , and the 
order he impo s e s  upon them , have been di s c u s s e d . One 
e l ement in La S trada s t rate gical ly acc ompan i e s  a l l  three 
produc tion e f fe c t s ; Fe l l i ni ' s  use o f  the s ound track a s  a 
s trate gy o f  mus i c . Fe l l ini ' s  s tyle i s  very unique when 
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i t  c ome s to th� s ound · i n  h i s  f i lms . Ac cording to 
' -
Fe l l in i : 
The sound e f fe c t s  s hould aim to emph a s i z e · the 
image . I wo rk o n  the s ound- track my s e l f ,  a fter 
mak i ng the f i lm .  The no i s e s  one can g e t  i n  the s ound 
s tudio are very muc h  better--quite apart f rom t r i c k s  
and arti f i ce - - than tho s e  o n e  can get by recording the 
s ound l ive dur ing f i lming . Al l my f i lms have been 
po s t - s ynched � eve n  the e ar l ie s t . 
I put d i a l ogue into the f i lm a f ter I have made 
i t � The actor p lays better that �ay , not h av i ng to 
remember h i s  l in e s . Th i s  i s  a l l  the mor e  because I 
o ften u s e  non - ac to r s  and , in order to make them 
behave natur a l ly , I get them to talk as they would in 
real l i fe . A c a fe wa iter can talk l ike a c a fe 
wa i te r . I have even got people to s ay prayer s , or 
make l i s t s  of �umber s .  Then I s ort i t  a l l  out in the 
s ound s tudio . 3 
Wh i l e the pr imary fun c tion o f  a f i lm ' s sound track i s  the 
tran smi s s ion o f  d i a l �gue , Fe l l in i  concentra t e s  equ a l ly on 
sound e f fe c t s . The background no i s e  in La S tr ada 
e f fe c tive ly emph a s i z e s  the image . By recre a t i ng on-the-
scene noi s e s  i n  the s tud io , Fe l l in i  g ive s them r i c hne s s  
i n  qua l i ty and h e  ga i n s  contro l over the i r  i n s e r t i on i nto 
the f i lm ' s ac t ion . For example , the sound o f  the s e a  or 
wind cou l d  not be recorded as we l l  on- the - s c e ne as i t  
could b e  produced in the s tudio . I r onica l ly , Fe l l i n i ' s  
re a l i s t i c  bac kground no i s e s  are created i n  a s tud io , but 
he s trate g i c a l ly i n s e r t s  them into the fi lm i n  s uc h  a way 
that they add to the rea l i ty of the image . By 
c ontro l l i ng the rhythm of the sea and the wind , F e l l i n i  
adds tempo and intonat i on to the ac t i on and emo t i on i n  
the f i lm .  I n  s ome sho t s , Fe l l in i  u s e s  sound to e s t ab l i s h 
the s c ene ; i n  9ther s , the s ound i s  used as a tran s i t i on 
into the next s c ene . The s ound-track i s  e d i ted i n  the 
s ame manner as the v i sua l s . F e l l i n i  comp leme n t s  the 
vi sual montage with sound montage . 
After the d i a logue has been dubbed and the 
background no i s �  is i n s erted , Fe l l in i  adds the f i lm ' s 
mu s i c a l  sound track . Fe l l i n i  f i l l s  h i s  f i lm s  wLth 
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mu s i c . He b e l ieve s  that a f i lm can be narrated better by 
3 3  mu s i c  than by wo rds . Fe l l ini suc c eeds i n  ach i ev i ng the 
mu s i c a l  narration he de s i re s in La S trada . Thoma s Meehan 
wr i te s , " I n Fe l l i n i ' s  mind , mu s i c is one of the mo s t  
important e l eme nts i n  creating a f i lm ,  and , a s  many 
c r i t i c s  have ob s e rved , the bac kground mu s ic in L a  S trada 
went a long way toward evoking the mood o f  lone l y  
me l ancho ly that F e l l i n i  wa s a f ter , 
N ino Rot a , one o f  I ta ly ' s  foremo s t  contempo r ary 
compo s e r s , wr i t e s the original mu s i c  for Fe l l in i ' s  
f . l 3 5  1 ms . F e l l in i  and Rota wo rk together ve ry c l o s e ly 
dur ing the produ c t i o n  o f  the mu s i c a l  sound- trac k . 
Fe l l ini doe s not hand over h i s  f i lm to Rota and h ave h im 
add mu s i c ; Fe l l i n i  s t ay s by Rota ' s  s ide . He s a y s , " My 
pre ference for N i no Ro ta as a compo ser c ome s from the 
fact that he s e ems to me to come pre tty c l o s e  to my 
theme s and stor i e s  and because we work together very 
happ i ly-- I ' m not talk ing o f  the result , j u s t  o f  the way 
we work . I t  i s n ' t up to me to s ugges t  mus i c a l  ide a s  to 
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' 3 6  h im , I ' m not a c ompo s e r . " Fe l l in i ' s  pre ference o f  Ro ta 
is due to Rot a ' s  a c c eptance of Fe l l i n i ' s  sugge s t i on s . 
Al though Fe l l in i  doe s not c l a im to be a c ompo s e r , he 
compos ed the ma i n  mu s i c a l  theme s for La S tr ada , N ight s o f  
Cab i ri a , and L a  Do l c e  Vita , " humming them for Rot a , who 
' ' J 7 then tran s c ribed them . Rota ' s  and Fe l l i n i ' s  
cooperation s terns from a s imi l ar ph i lo s ophy towa�d the 
part that mus i c p l ay s  in a f i lm .  Wh i l e Rot a ' s  t a l e nt s  
de s e rve t o  be showc a s ed , both me n agree that a f i lm ' s 
mu s i c  should not d i s tract focu s ; rather , i t  s hou�d 
c l ar i fy and emph a s i z e  the theme o f  the f i lm .  Fe l l i n i  
s tate s : 
Al l the s ame , a s  I ' ve got pre tty c le ar ide a s  about 
the f i lm I ' m mak i ng , in all its deta i l s , my work with 
Rota goe s ex a c t l y  a s  it doe s whe n  we are e l abora t ing 
the s c reenplay . I keep ne ar the piano whe re N i no ' s  
s i tting and te l l  h im exac t ly what I want . O f  cour s e  
I don ' t d i ctate any theme s t o  him , I c an only gu ide 
h im and te l l  h im what I ' m looking for . O f  a l l 
compo s e r s  o f  f i lm mu s i c he ' s  the humb l e s t , I be l i eve , 
becau s e  he compo s e s  extreme ly func t i ona l mu s i c . He 
hasn ' t  got the pre s umption of so many compo s e r s , who 
want the i r  mu s i c to be he ard in the f i lm .  He knows 
that , in a f i lm ,  mu s i c is some th ing that c annot 
oc cupy the foreground exc ept in a few rare mome n t s  
and , a s  a ru l e , mu s t  �g content t o  support t h e  re s t  
o f  wha t  i s  happe n i ng . 
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I n  L a  S trata , Fe l l in i ' s  mus i c he lps c re a t e  the 
mag i c  of h i s  character s .  The emotion s  o f  the charac ter s 
are very c ruc i a l  to the f i lm ' s theme . The s e  emo t ions 
cannot be expo s e d  re a l i s t i c a l ly through s o l i l oquy , but 
through the c haracte r ' s  behavior and Ro ta ' s  mu s i c , they 
produc e a s trong impact on the v i ewer . Mus i c  i s  
ident i f ied wi th the c haracte r s  and , a s  a re s u l t , the 
v i ewer c an ident i fy with the character s .  S o lmi wr i te s , 
" The mu s i c a l  theme s i n  La S trada , re f l e c t i ng Ge l s omina ' s  
c haracter , are ab surd and enchant ing ; Rota u s e s  a who le 
range of i n s trume nts from the violin to the trum�e t .  ( La 
S trada a l s o conta i n s  the beauti fu l  mu s i c a l  t r i c k  wh i c h  
trans forms t h e  l ive l y  tune p l ayed b y  the marc h ing 
bandsme n  into the s low , s o l emn mu s i c o f  the 
proc e s s ion . )  . " 3 9  F e l l i n i  a s s oc i ates mu s i c w i th h i s  
c harac ters i n  s u c h  a way that a certain i n s trume nt o r  a 
certain tune become s a " prope rty " o f  the per s on . 
Fe l l in i ' s  s trateg ic u s e  o f  mu s i c in h i s  mot ive o f  
ident i f i c a tion wi l l  be s tud ied further i n  the next 
c hapter under the headings , " The S trategy of Propert i e s '' 
and " The S trategy o f  S p i r i tua l i z ation . "  
Conc lus ion 
I n  a n swe r i ng the que s t ion , " How did F e l l i n i  do La 
Strada rhe to r i c a l ly ? " th i s  s tudy cho se to focu s o n  fi lm ' s 
potent i a l  as an agency for commun ication and F e l l i n i ' s  
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u s e  o f  f i lm a �  h i s  agency . Fe l l ini , the f i lmmake r , 
uti l i z e s  th e l anguage o f  s igns , mise en s c ene , montage , 
s ound , and mu s i c . F e l l ini ; the f i lm-us ing rheto� i c i an , 
c reate s a fu s ion betwe en h imse l f  and h i s audi e nce through 
· the d i a l e c t i c a l  and dramatic a l  proc e s s e s  inherent i n  each 
c i nema t i c  e l eme�t .  The fu s i on proce s s  is  a part of the 
s trategy of ident i fi cat ion . I n  ident i f i c a tion , a l l  the 
e l ements tran s c end thems e lve s in becoming con sub s tant i a l  
with t h e  f i lm image . The image a l lows i t s e l f  to b e  
ident i fied with b y  the aud ience through t h e  comb i n at i ons 
o f  e l ement s , or through an aud i ence member ' s  
ident i f i c a t i on wi th a s i ngu l ar e l ement . S i nce Fe l l i n i ' s  
image cont a i n s  s i gn � wh ich can be interpreted a s  s ymbo l s  
because o f  the i r  arrangement with i n  the content o f  the 
s hot and / or becau s e  of the i r  pre s entati on within th e 
context o f  the f i lm ,  e ac h  image i s  amb i guou s i n  me a n i ng . 
Fe l l i n i ' s  s ty l e i s  poet i c  rather than narrat ive ; 
there fore , h i s  me a n i ng i s  s trateg ica l ly h i dden but a l s o 
s trategic a l ly reve a l ed . Many people do ident i fy 
thems e lve s wi th the rhetor i c a l  act , La S t rada , and wh i l e 
s ome c r i t i c s  i nterpret i t s  me an i ng one way , other s 
i n terpre t i t  qu i t e d i f fe rent l y . 
Three factors c annot be determi ned : the exa c t  
me an i ng that Fe l l i n i  encode s into the me s s age , t h e  degree 
o f  an aud i en c e  member ' s  ac curacy in decodi ng the me s s age , 
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and h i s  or her . ident i f i c at ion wi th i t s  me aning . 
Fortunat e ly , F e l l in i  aids the v i ewe r ' s  de c od i ng o f  the 
me s s age by s end i ng it through the verba l , nonve rba l ,  and 
mu s i c a l  c hanne l s . The decoding proce s s  mu s t  i nvo lve a l l  
thre e  me s s age s , s earching for a me aning in the i r  
i ndividua l u s e  and c omb ined e f fect . · Thi s  rhetor i c a l  
ana ly s i s  ha s s tud ied the encod ing fac tor s ,  i nc luding the 
s cene , agent , and agency , i n  attempting to g a i n  a better 
under s tanding of the act . The focu s  mu s t  now b e  g iven to 
the de c oding proce s s . 
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CHAPTER IV 
LA S TRADA ' S RHETORI CAL STRATEGI E S  
O F  I DENT I F I CATI ON 
I ntroduc tion 
La S trada , i n  i t s  f i n a l  form , i s  the c u lminat ion 
of Federico F e l l i n i ' s  deve lopment of creat ive i de a s , u s e  
o f  rhe to r i c a l  s trate g i e s ,  and fu l f i l lment o f  c i nema t i c  
capabi l i t i e s . Through h i s  medium o f  f i lm ,  F e l l i n i  o f fe r s  
h i s  care ful ly encoded me s s age to the i nterpr e t a t i o n s  o f  
h i s  aud i e nc e . Aided b y  the i n s i ghts o f  Kenne th Burke , 
the c r i t i c a l  v i ewe r can method i c a l ly decode and a n a ly z e  
the me s s age pre s ented b y  Fe l l i n i . S uch an analy s i s  mus t  
focus o n  the rheto r i c a l  act d i s s ected i nto the d i f ferent 
a s pe c t s  of its form , and the use of rhe tori c a l  s trate g i e s 
within the s e  i nterre l ated a s pects . By fo l lowing thi s  two ­
s tep proc edur e , th i s  chapter wi l l  inve s t igate La. S tr ada ' s  
accomp l i s hme nt o f  the mot ive o f  identi f i c at i on . 
Form 
Al l rhe tor i c a l  acts have form . Whe n  a rhe to r i c a l  
ac t ' s form i n i t i at e s  a n  intended re spon s e  from the 
aud i enc e , it become s more than a me re pattern o f  
organi z ation . Burke recogn i z e s  the po s i t ive e f fe c t s  o f  
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form .  He de f ine s form a s  " an arous i ng and fu l f i l lment o f  
de s i re s , "  i n  that , " A  work has form s o  far a s  one part o f  
i t  l eads a r e ader t o  antic ipate another part , to ·be 
. grat i f i e d  by the s equence . " 1 There fore , b e fore an 
ana ly s i s  of rhetor i c a l  s trateg i e s  of ident i f i c at ion c an 
be per formed , a br i e f as s e s sment o f  a rhetor i c a l  ac t ' s 
form mu s t  b e  c omp l e ted . 
Burke divide s fo rm into four a s pe c t s . Each 
a spect ac t s  on its  own , a s  we l l  a s  i n  direct re l at ionship 
with the o the r s . The four are : progre s s ive form 
( subdiv ided into s y l l og i s t i c  and qua l i tative 
progre s s i on ) , repe t i t i ve form , co nventiona l form , and 
minor forms . La s t iada cons i s t s  of t�e three a s pe c t s  o f  
progre s s ive , repe t i t ive , and minor forms . S i gni f i c ant ly , 
i t  doe s not fo l l ow the c on s tra int s o f  c onven t i ona l form . 
Qua l i tat ive progre s s ion i s  the pr imary a s pe c t  o f  
form that tak e s  the v i ewer from the beginn ing o f  La 
S trada to its indic a ted ending . I n  doing s o , " the 
pre s e nce of one qua l i ty prepare s u s  for the i ntrodu c t ion 
2 o f  another . "  Burke ' s  de f in it ion appe a l s  to F e l l i n i ' s  
poe t i c  approach to f i lm narration . La S trada progre s s e s  
through a s e r i e s  o f  s e gment s , each pos s e s s ing a qua l i ty 
that reve a l s  the f i lm ' s deve lopment o f  i t s  dramat i s  
per s onae and the thema t i c  me an ing . 
7 3 
Repe t i t ive form empha s i z e s  the qua l i t i e s 
expre s s ed in the f i lm .  Ac c ording to Burke , repe t i t ive 
form is the " co n s i s t ent ma intaining of a princ i p l e  under 
new gu i s e s .  I t  i s  the re s tatement o f  the s ame thing i n  
d i f fere nt way s . " 3 Fe l l ini ' s  poet i c  s ty l e  i n  u s ing mi s e  
e n  s c ene o ften focu s e s  on an action in the foreground , 
wh i l e  s e emingly inc idental a c t i on in the background 
a c tu a l ly accents the princ iple o f  the f i lm ' s ove r a l l  
image . One exampl e  a s  found i n  the f i lm i s  wi tne s s ed i n  
t h e  s c ene in wh i ch Ge l s omina s i ts on a s tree t  curb 
awai t i ng the re turn o f  Z ampano . Her los t s tate and 
tedious wa it is acc ented by the pas s ing of a n  unattended 
hors e . The image o f  th i s  anima l , framed by a fade- i n  and 
fade -out · c i nemat i c  techn ique , works with in the aud i e nce ' s  
mi nd i n  two way s . F i r s t , Ge l s omina ' s  dependency on 
Z ampano c le ar ly re s emb l e s  the hors e ' s  awkwardne s s  in the 
ab s e nce of i t s  owne r .  S econdly , the me thodi c a l  pac e  o f  
the hor s e ' s  c oming and go ing c re ate s the impre s � i on o f  
the pa s s ing o f  an entire night . 
Along wi th mi s e  en s c ene , the f i lm d i rec t or a l s o 
rein force s the princ i p l e through the poe t i c  u s e  o f  
montage i n  that a s c ene , such a s  the one men t i one d above , 
i s  s trateg i c a l ly p l aced in the f i lm to s e rve a purpo s e  
needed at the time o f  i t s  inc l u s ion . Wh i l e  e a c h  o f  the s e  
e f fe c t s  i s  the re s u l t  o f  a minor form , they are 
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comb ined i n  L a  S trada ' s  repe t i t ive form . I n  a d i f ferent 
s e r i e s o f  imag e s ,  Fe l l in i  u s e s  montage to ac c ent a 
me taphor · whi ch he wi she s to create b e twe e n  Ge l s omina ' s  
per s ecution by Z ampano and a sheep ' s  inev i tab l e  dr ive to 
its sheare r . Th i s  image is further a c c en ted by the 
exchange o f  a potent i a l ly symbo l i c  appl e . F e l l i n i ' s  u s e  
o f  the repe t i t ive form may b e  better unde r s tood b y  
separating i t s  ove r a l l  e f fe c t  from that o f  e ac h  minor 
form . 
The pr imary mi nor form that Fe l l i n i  u t i l i z e s  i n  
h i s  f i lm i s  that o f  me taphor . Burke v i ews me taphor a s  " a  
dev i c e  for s e e i ng some thi ng in terms o f  s ome th i ng 
e l s e . " 4 F e l l i n i  coris i s tently encourag e s  h i s  v i ewer to 
s e e  the c harac ters in terms of the s igns w i th wh i ch he 
s urrounds them . In the s e  terms , the s urround ing s i gns 
act as s ymbo l s . By pre s enting symbo l s  e a s i ly a s s oc i a ted 
with e ach of the character s ,  Fe l l i ni succe s s fu l ly ra i s e s  
h i s  characters from a s o c i a l  realne s s  with i n  the. f i lm to 
a leve l o f  me taphy s i c a l  realne s s  within the mi nd of the 
audienc e . Re achi ng thi s  leve l o f  me aning i s  a pr imary 
mot ive o f  rhetor i c . I t  i s  succ e s s fu l ly ach i eved through 
the l i terary dev i c e  o f  me taphor . Fe l l i n i  c re a te s a wor l d 
o f  symbo l s  to e s tab l i s h  me taphor s a s soc i ated w i th h i s  
dramatic agents , re s u l t i ng in hi s charac ter s b e ing v i ewed 
in terms of s ome th i ng e l s e . I n  fact , many o f  La S trada ' s  
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c r i t i c s have addre s s ed the f i lm ' s c haracter s  i n  term s  o f  
h i ghly s ymbo l i c  qua l i t i e s ,  ranging from barbar i c  anima l s  
t o  re l ig i ou s  e n t i t i e s . S u6h re ferenc e s  are g iv e n  
. c r i t i c a l  me r i t  through the s ame rhe tor i c a l  proc e s s  that 
tran s c e nd s  a man upward i n  be ing compared t o  an ange l or 
tran s c e nd s  him downward in be i ng compared t o  a b e a s t . I n  
e f fe c t , F e l l i n i  tran s forms h i s  charac ters i nt o  rhe t or i c a l  
dev ic e s  through whi c h  he c an more ident i f i ab l y  o f fe r  the 
me aning o f  h i s  me s s age . As a rhe tor i c i an , F e l l in i ' s  u s e  
o f  me taphor ope n s  t h e  cogn i t ive and a f f e c t ive p a th s  
through wh i c h  he w i s he s to r e a c h  h i s  v i ewer . 
La S trada ' s  form i s  the comb i nation o f  many 
d i f ferent a s pect s . The s e  a s pects act upon one anothe r to 
lead the· v i ewe r through the many s e gme n t s  o f  the f i lm .  
The arou s a l  o f  the f i lm ' s form may ma intain the i nter e s t  
o f  the v i ewe r , b u t  i t  doe s no t in sure that the audience 
wi l l  take an a c t ive ro l e  in comp l e t ing the ident i f i c ation 
proc e s s . Fe l l i n i  i nc re a s e s  the probab i l i t i e s  o f  s uc c e s s  
i n  the mot ive o f  ident i f i c at i on by incorpora t i ng 
rhe tor i c a l  s trateg i e s  into h i s  f i lm .  The four s t rategi e s  
mo s t  s i gni f i c antly found i n  L a  S trada are the s tr ategy o f  
prope r t i e s , the s trategy o f  depersona l i z ation , the 
s trategy of amb igu i ty ,  and the strategy o f  
spi r i tua l i z a t i on . 
The S trategy o f  Prope r t i e s  
The f i r s t  s t rategy s i gn i f ic antly found i n  L a  
St rada i� that of properti � s . Burke state s that -
" me taphy s i c a l ly , a thi ng i s  ident i fied by i t s  
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. . 5 properti e s . " I t  i s  within th i s  concept that a c ha i r  i s  
ident i f i ed a s  a n  ob j ec t  po s s e s s ing four l e g s  and a seat . 
I n  the s ame l ight , a thing may phys i c a l ly exi s t , but doe s 
not enter i nt o  the realm o f  me taphy s i c s  unt i l  i t  i s  
l abe led according t o  i t s  propert i e s . Once l ab e l e d , a 
thing ' s  ex i s t ence i s  g iven i t s  e s sence . The ex i s tent i a l  
moveme nt br i ngs thi s po int t o  the fo re front o f  i t s  
phi lo s ophy whe n  it contends that man i s  truly un ique in 
that he ex i s t s phy s i c a l ly , me taphy s i c a l ly , and 
s p i r i tual ly pr ior to the out s ide l abe l i ng of h i s  
e s s ence . Man de f i ne s h i s  own e s s e nce w i thin h i s  
phy s i c a l , me taphys i c a l , and s p i r i tual ex i s te nc e . Je an-
P au l  S artre s t ate s , " Man i s  nothing e l s e  but what he 
make s  of h ims e l f . " 6 Burke focu s e s  hi s l i ter ary . c r i t i c i sm 
through an exten s i on o f  thi s  be l i e f  by s tre s s ing that man 
de f i ne s  h i s  mo ral growth through the acqu i s i t i on o f  
prope rt i e s . Burke ' s  v i ewpo i nt recogni z e s  th at wh i l e man 
de fine s  h i s own e s s e nce , he doe s so by s urround ing 
hims e l f w i th proper t i e s  that u l t imat e l y  de f i ne h i s be ing 
in re lationship to other s . Burke s t a te s : 
7 7  
I n  the s urround i ng o f  h ims e l f  w ith propert i e s  that 
name his numbe r  or · e s tab l i sh h i s  ident i ty , man i s  
ethic a l . ( " Avar i c e " i s  but the scenic word " property " 
tran s l ated into terms o f  an agent ' s  atti tu.d e , o r . 
inc i p i e nt ac t . ) Man ' s moral growth i s  organ i z e d  through 
propert i e s , prope rt i e s  in goods , in serv i c e s ,  in pos i t ion 
or s tatus , in c i t i z e n sh ip , i n  reputation , i n  
·acqu a intanc e s hi p  and love . But however e th i c a l  such an 
array o f  ident i f i c a t i o n s  may be when cons idered i n  
i t s e l f , i t s  r e lat ion t o  o ther s  ent i t i e s  that a r e  l ik ewi s e  
forming the i r  ident i ty in terms o f  property c a n  l e ad to 
turmo i l  and d i s c o rd . Here i s  par exc e l l e n c e  a top i c  to 
be cons idered in a rheto r i c  having " ident i f i c ation " a s  
i t s  key term . 7 
Burke ' s  approach to rhe toric a l  c r i t i c i sm i s  
h e l p fu l  i n  analy z ing a f i lmma-ker ' s  s trategi c  u s e  o f  
proper t i e s . Within a world created o n  f i lm ,  a f i lmmaker 
a l l ows his or her aud i e nc e  to ident i fy with charac t e r s  by 
s trateg i c a l ly s urround i ng the dramatic per s onae with 
propert i e s . Within the wor ld o f  La S trada , F e l l in i  
emp loy s  thi s  techn ique a s  a rhetori c a l  s trategy o f  
identi f i c at ion . 
Fe l l in i  w i s he s  h i s  aud ience to do wha t  they wou ld 
norma l ly do : de f i ne h i s  characters a s  peop l e  ac c ord i ng 
to the i r  propert i e s . To aid in the proc e s s , F e l l i ni 
l imi t s  the prope r t i e s o f  his c haracter s .  The shortage o f  
propert i e s  give s added empha s i s  to the few that they do 
have . Th i s  s trategy is evident from the beginning o f  the 
f i lm .  I n  introduc ing the c haracter o f  Z amp ano , the 
director give s h im two d i s t inct propert i e s . F i r s t , the 
viewer i s  expo s e d to Z ampano ' s  mo torcyc le . S e c ond , the 
viewer witne s s e s  Z ampano ' s  purcha se of Ge l s omi na . The 
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mo torcyc l e , �h i c h  u l t imate ly serve s . a s  a motorhome , give s  
Z ampano a nomadic qua l i ty , wh i l e Ge l s omi n a , who s e rve s 
Z ampano a s  a s l ave , g ive s him an oppre s s ive qua l i ty . 
Wh i le the terms a s soc i ated with the s e  prope r ti e s  a r e  not 
fu l ly reve a led i n  the beginning of the f i lm ,  they are 
more c l e a r ly de f i ned through its progre s s ion . One shot , 
i n  particular , provi de s a strong as s oc i at i on be twe e n  
Z ampano and be a s t l i ne s s . A t  the end o f  the f i lm ' s 
i n i t i a l  s equenc e , the c ame ra focu s e s  on the p i c ture 
painted on the s ide of the motorhome . The p i c ture , over 
whi c h  i s  pri nted " Z ampano , "  i s  that o f  a mythi � a l  anima l ­
man . Fe l l i n i  immediately promotes h i s  aud i e n c e ' s  
as soc i a ti on o f  Z ampano wi th anima l - terms . 
I n  introduc i ng the c haracter o f  Ge l s omina , 
Fe l l i n i  s t r i p s  he r o f  any po s s e s s ion s . Her departure 
with Z ampano l e av e s  her identity my s te r i ous l y  unde f i ned . 
Wi thout proper t ie s , s he i s  free o f  labe l s , a l l owing for 
the nece s s ary ide nt i f ic a t ion betwe en her and the 
audienc e , who i s l s o new and unde f ined within the wor ld o f  
L a  S trada . Ge l somina ' s  progre s s ion through th i s  wor ld 
become s the aud i ence ' s  progre s s i on a s  we l l . I n  thi s  
s e n s e , Fe l l i n i  us e s  the s trategy o f  prope rt i e s  a s  a me ans 
for mak ing Ge l s ornina ' s  charac ter i n fant i l e  and u l t ima te ly 
rhetor i c a l . I n  s e e ing the f i lm in i t s  e n t i r e ty , Fe l l i ni 
doe s  progre s s i ve ly a s soc iate Ge l s omina wi th the prope r ty 
o f  a horn . The progre s s ion o f  th i s  a s s oc i at ion , or 
ident i f i c a t i o n , with the horn begins a s  Il  Matto ' s  g i ft 
to Ge l s omina . A s  a mu s i c a l  i n s trument , the horn 
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repre s ents a potent i a l  growth in Ge l s omina through 
s p i r itu a l  expre s s ion and personal s a t i s fac tion i n  b e i ng 
ab le to " make mu s i c . "  Later in the fi lm ,  the v i ewe r 
real i z e s  that I l  M� tto , h ims e l f ,  i s  a s p i r i tua l g i f t  to 
Ge l s omina . Thu s through the s t�ategy of prope r t i e s , 
Fe l l in i  pre s ents a phy s i c a l  depict ion o f  a s p i r i tua l 
attachment . Howeve r , the s i gn i f i c ance o f  the horn i s  two ­
fold . Not only doe s i t  repre s e nt the s p i r i tu a l . 
attachment , but i t  a l so s e rve s a s  Ge l somina ' s  i n s trume nt 
of expre s s ion . Her repeated p l ay ing o f  the s ame tune 
cre ate s 
·
an ident i f i c at i on be twe en her and the tune . The 
contra s t s  within the tune , whi ch is both p l ay fu l  and 
moody , art i c u l at e  Ge l somina ' s  i nnoc ence and su f f e r i ng 
within her re l at i onship with Z ampano . Wh i l e  Z ampano 
s eeming ly pay s no attenti on to her play i ng o f  the horn , 
i t  i s  thi s  tune , a s  s ung by a s tranger a l ong the s e a s ide , 
that l e ads h im to d i s cover Ge l s omina ' s  death . There fore , 
eve n a fter Fe l l i n i  phy s i c a l ly remove s Ge l s omina from her 
wor ld on f i lm ,  the d i rec tor is able to s ugge s t  her 
rema i n i ng s p i r i tu a l  pre s ence within the char a c t e r  of 
Z ampano . The mag n i tude of her s p i r i tua l i ty i n  th i s  
re lationship i s  fu l ly fe l t  i n  the final sequence 
o f  the f i lm i n  wh i c h  her tune , mixed with the n a tur a l  
sound o f  the s e a , p l ay s  l oudly , accenting Z ampano ' s  
ine s capab l e  need for her companion s h ip . Through . the 
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. proc e s s  o f  ident i f i c at i on , and spec i fi c a l ly the s tra tegy 
of prope r t i e s  c omb ined w i th a s trategy o f  
s p i r i tu a l i z a t i on t o  b e  d i s cu s sed later , F e l l i n i  
tran s d e nd s  Ge l s omina ' s  phy s i c a l  being into a s p i r i tu a l ly 
and met aphy s i c a l ly s ub s t ant i a l  agent withi n  L a  S trada . 
The i ntroduct i on o f  the character o f  I l  Matto i s  
s imi l ar t o  that o f  Z ampano i n  that h e  i s  i n i t i a l ly s e e n  
through the propert i e s  o f  hi s pro fe s s ion . Whi l e the s e  
charac te r s  are both c ircus per former s ,  I l  Matte ' s  
de fi ning propert i e s  s ign i f i c antly di f fer from thos e  o f  
h i s  counterpart . I l  Matte ' s  hi ghwire hero i c s  rai se h im 
above Z ampano ' s  grounded bre aking o f  the cha i n . The 
former ' s  c i rcu s ac t provide s a phy s i c a l  dep i c t i on of h i s  
higher l eve l o f  human ta lents ; mo s t  s i gn i f i c ant i n  
de f i ni ng h i s  e s s ence are h i s  symbo l i c  qua l i t i e s  . o f  
temporal ity and l anguage . The s e  two qua l i t i e s  c omb i n e  to 
g ive a degree of immortal i ty . Fe l l i n i  empha s i z e s  the 
character ' s  s p r i tu a l ne s s  by at tachi ng wings to I l  Mat to 
whi l e  he danc e s  upon the highw ire of glory and poten t i a l  
death . 
I n  La S trada , Fe l l i n i  u s e s  the s trategy o f  
prope rt i e s  i n  a tru ly rhetor i c a l  manner : he u s e s i t  for 
c l ar i ty and amb i gui ty . Through . thi s · u s e  o f  the 
rhetor i c a l  s tr a tegy of propert i e s , Fe l l i n i  b eg i n s  an 
ident i f i c a t ion proc e s s  betwe en the audience and h i s  
prot agon i s t s . 
The S trategy of Depersona l i z a t i on 
I n  ide n t i fying with Fe l l i ni ' s  protagon i s t s , a 
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c l a s s i f i c at i o n  proc e s s  i s  per formed . The de f i n i ng nature 
of prope r t i e s  begins thi s proce s s . For examp l e , the 
previous s e c t ion v i ews Z ampano through an ima l - t e rms . I n  
do ing s o , Z ampano h a s  been c l as s i f i ed . The previous 
s e c t ion a l s o v i ews h im a s  b e i ng be low I l  Matte . Th i s  
viewpo int not o n l y  c l a s s i f i e s  Z ampano , but i t  a l s o 
emphas i z e s  I l  Matte ' s  tran s cending c l a s s i f i c a t i on . Burke 
sugge s t s  that the c l as s i f i c a t ion proc e s s , s uc h  as the one 
be ing u s ed by F e l l i n i , is i nherent to man ' s rhe tori c a l  
nature . Burke wr i te s : 
We have s a i d  that man , a s  a symbo l-us i ng anima l , 
expe r ienc e s  a d i f ference between thi s  be ing · and that 
be ing as a d i f ference betwe en this-kind of b e ing and 
that kind o f  b e i ng . Here i s  a pure ly d i a l e c t i c a l  
factor a t  the ve ry center o f  re a l i sm .  Here , imp l i c i t  
i n  our atti tude s toward thi ngs , i s  a pr i nc i p l e  o f  
c l a s s i f ic at ion . And c l as s i fica tion in the 
l ingui s t i c , or forma l sense i s  a l l - i nc l u s ive , " pr i or " 
to c l as s i f i c at i on in the exc lus ive ly soc i a l  s c ene . 
The " i nv idiou s " a s pe c t s  o f  c l a s s  ar i s e f r om the 
nature of man not a s  � " c l a s s  anima l , "  but as a 
" c l a s s i fy i ng anima l . "  
When F e l l in i  o f fers h i s  characters a s  rhetori c a l  
device s ,  it i s  h i s  de s i re in the motive o f  ident i f i c ation 
to have the c r i t i c a l  v i ewe r c l a s s i fy them w i th i n  the 
v i ewer ' s  frame of re ference . The c redi b i l i ty o f  the 
c l a s s i f i c ation depends on the qua l i ty and quan t i ty o f  
. ana ly s i s  within the c l a s s i f i cation proce s s . Fe l l i n i ' s  
de s i re re f l e c t s  h i s  emp l oyment o f  a strategy o f  
" depersona l i z at i on . "  Burke wr i t·e s : 
Whe n  a f i gure become s the person i f i c a t i o n  o f  s ome 
impe r s on a l  mot ive , the re sult i s  a 
8 2  
depe r s ona l i z at i o n . The person become s the 
chari sma t i c  ve s s e l  of some " ab s o lute " s ub s tanc e . And 
when thus mag i c a l ly endowed , the person tran sc e nd s  
h i s  nature a s  an i ndividua l ,  becoming i n s tead the 
image of the idea he s tand s for . He is then the 
repre s e ntative not of h ims e l f  but of the fami l y  or 
c l a s s  s ub s tance w i th whi c h  he is ide nt i f i ed �  In thi s  
re spe c t  he become s " divine " ( and h i s  d i s t i nc t ive 
mark s , s�c h  as h i s c loth i ng , embody the s ame 
spiri t )  • . 
I n  u s i ng the s t rategy o f  depe r s o na l i z a t i on , 
Fe l l i n i  c le a r l y  s eparate s hi s c harac ters from one 
anothe r , prov iding the viewe r wi th acce s s  to the i r  
individua l s ub s tanc e s .  Wh i l e the viewer may n o t  b e  ab l e  
t o  ident i fy with the protagoni s t  wi thin t h e  wo r l d  o f  La 
S trada , he or s he s hould be ab le to ident i fy w i th the 
c l a s s  that F e l l i n i  a s s o c i ate s wi th e ach of h i s  
characters .  Through de persona l i z ation , Fe l l i n i  o f fe r s  a 
more unive r s a l  me s s age . 
On f i lm ,  the characters o f  Z ampano , Ge l s omina , 
and I l  Matto re pre s e n t  real peop le in that they are r e a l  
t o  the wor l d  in wh i c h  they a r e  p l a·ced . As a v i ewe r 
inte rac t s  by put t i ng the f i lm into h i s  or her own terms , 
) 
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the s trategy o f  depe r s onal i z ation tran s c end s the 
c har acters as r e a l  peopl e  on f i lm ,  advan c i n g  them into 
the me t aphy s i c a l  wor ld of termino logy . Whi l e a l l  
rhetori c i an s  attempt to sugge s t  the terms they w i s h  to 
have a s s oc i at ed with the ir rhetori c a l  dev i c e s , f i lmmake r s  
pos s e s s  the advantage o f  three potent commu n i c a t ion 
channe l s : the verba l ,  nonve rb a l , and extraverba l . For 
examp l e , Fe l l in i  u ti l i z e s  the nonverba l  channe l to show 
the p i c ture p a inted on the s ide o f  Z ampano ' s  mo torcyc l e . 
Thi s  nonve rba l image communi c ate s a princ i p l e  wh i c h  i s  
further ac ted upon by the verbal and extraverb a l  me s s age s  
tran smitted throughout the f i lm .  
Through the thr e e  c ommun ication channe l s  
ment ioned above , Z ampano c learly become s a s soc i ated wi th 
anima l - term s . I n  deper s ona l i z ing Z ampano i nto the c l a s s  
o f  anima l s , F e l l i n i  e f f e c t ive ly p l ants the image o f  
anima l s  within the viewe r ' s  mind b y  hav ing var i ous 
anima l s  wande r in the background of h i s  f i lm s h o t s . 
Extraverbal ly , the s e  image s s e rve a symbo l i c  func t i o n  
intended to promo te t h e  viewe r ' s  ident i f i c a t i on proc e s s . 
For examp l e , the a imle s s  wander ing o f  anima l s  i s  e a s i ly 
as soc i a ted wi th the nomadi c  nature o f  Z ampano . Fe l l ini 
then rein forc e s  the a s s oc i ation by having Z ampano ' s  
ac t i on s  in the foreground re s emb le tho se o f  anima l s . 
Examp l e s  o f  thi s inc lude : ( 1 )  He shows no s i gn o f  hav i ng 
fe e l ings whe n  ·whipping Ge l s omina to tra i n  her a s  he ha s 
" trained dogs . "  ( 2 )  He work s  on ly for h i s  s toma c h , a 
truly pr im i t ive tra i t . ( 3 )  H i s  only conc ern a f t e r  
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k i l l in g  h i s enemy i s  covering h i s  track s , s howi ng no 
s i gn s  of gui l t . ( 4 )  He s leeps with " a l l  wome n , "  
di sp laying only a c arna l de s i re . ( 5 )  He ma t e s  w i th wome n 
who are a l s o  viewed through anima l - terms . The redhead he 
me e t s  at the diner i s  c le ar ly a � soc ia ted w i th an a l l ey 
c a t , whi l e , in exchange for s u i t s , he s le e p s  w i th a woman 
who eats " s t and i ng l ike a hor s e . "  F rom a s l i gh t ly 
di f f erent ang l e , he vio l ate s the sheep- l ike pur i ty o f  
Ge l s omina . 
To a c c ompany h i s  nonverb a l  and extraverba l 
me s s age s , Fe l l i n i  a l so has other characters vo i c e  the 
as soc i at i on betwe en Z ampano and the c l a s s  o f  anima l s . 
Ge l s omina c a l l s  h im " a  beas t "_ who " ha s  no fee l i ng s . "  
When Z ampano j o i n s  the Gira f fa C ircus , I l  Matte exc l a ims , 
" That ' s  grea t ! The c i rcus needs an ima l s . "  Late r , Mr . 
Gira f f a  de s c r ibe s Z ampano a s  a " w i l d  anima l . "  Z ampano ' s  
c l as s i f i c a t ion , c l e ar ly reve a l ed through the s trateg i e s  
o f  pro pe r t i e s and depe r sona l i z at ion , become s important 
on ly a fter i t  is p l ac e d  in re lat ionship to tho s e  of h i s  
coun te rparts , Ge l somina and I l  Matte . The c l a s s e s  o f  
the s e  latter two charac ters are sugg e s ted through the 
pr evious ly s tud ied s trategie s ;  yet , the term s  through 
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wh i c h  they s hou l d  b e  v i ewed rema in somewhat h i dde n . 
Fe l l in i ' s  u s e  o f  the s trate g i e s  o f  amb i g u i ty and 
spir itua l i z at i on s ub s tanti ate the ro l e s  o f  a l l  thr e e  
· protagoni s t s . 
The Strategy of Ambigu i ty · 
To thi s  po int , rheto r i c a l  s trate g i e s  have been 
anal y z ed to expo s e  c e rtain qua l i t i e s  found w i th i n  the 
f i lm .  The s e  s tr ateg i e s  have a l lowed a c erta i n  degree o f  
iden t i f i c at i o n  to be made ; however , whi l e the s e  
s trate g i e s  are important t o  the overa l l  mot ive o f  
identi f i c at i o n , the i r  r e s u l t s  show that they are s t i l l  
only too l s  t o  b e  u s e d  for cons truc ting a n  ove rr i d i ng 
s tructure o f  ident i f i c a t ion . The va l ue o f  the s e  too l s  i s  
found i n  the uncertai nty o f  L a  S trada ' s  me a n i ng . To 
reach the many l eve l s  of the mind that Fe l l i n i  d e s ire s to 
reach , he needs to ra i s e  que s t i ons . I n  c r e a t i n g  doub t , 
he i nv i te s  d iv i s ion among h i s  audienc e . But , a s  Burke 
po ints out , d iv i s ion is a key to a rhetoric o f  
identi f i c at io n . Burke s tate s : 
I de nt i f i c at i on i s  a f f i rmed wi th e arne s tne s s  
prec i s e ly because there i s  divi s i on . I de nt i f i c a t ion 
is c ompen s a tory to d iv i s ion . I f  men we re not apart 
from one another , there would be no need for the 
rhetor i c i an to proc l aim the i r  uni ty . I f  men we re 
truly of one subs tanc e , ab s o lute communi c a t i on would 
be man ' s very e s s en c e . I t  wou ld not be ide a l , a s  it 
now i s , partly embodied in ma te r i a l  cond i t i o n s  and 
partly fru s trated by the s e  s ame cond i t i on s ; rather , 
i t  wou ld be a s  natura l ,  spontaneous ,  and tota l a s  
) 
with tho s e  ide a l  prototyp e s  o f  c ornrnunf8a t i on , the 
·- theo logi an ' s  ange l s , · or " me s s enger s . " . 
Fe l l i n i ' s  poe t i c  s ty l e  o f  f i lmmak i ng we l c ome s 
d iv i s i on among interpre tation . As he c a l l s  upon the 
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·poetic proce s s , F e l l in i ' s  v i ewe r s  are c ha l l e nged to ma tch 
the direc tor ' s  use of s ymbo l s  with the i r  own emo t ional or 
logi c a l  a s s oc i at i ons w i th the natura l or c onventional 
s i gn s . Burke v i ews the amb i gu i ty o f  the poet i c  proc e s s  
i n  terms o f  the ma j or forms o f  uni ty and diver s ity , 
uti l i z ing such minor t e chn i c al forms a s  c re s c e ndo , 
c ontra s t , compar i s on , b a l anc e , repet i t i on , d i s c lo sure , 
rever s a l , contrad i c tion , expans ion , magn i f i c at ion , and 
seri e s . 1 1  The natur a l  pre s ence o f  dive r s i ty o r  d iv i s ion 
betwee n  Fe l l i n i , the f i lmmake r , and his v i ewer s  a l lows 
for h i s  s t rate g i c  deve l opme nt of uni ty . However , Fe l l ini 
doe s not ignore the ident i f i c a t ion proc e s s  wh i ch c an be 
.. 
i n i t iated through amb i gu i ty , its e l f . I n  fact , F e l l i n i  
uti l i z e s  wha t  c an be c a l led a rhetori c a l  s tr a tegy o f  
amb i gu i ty . 
Amb i gu i ty c re ate s my s tery . I n  lac i ng La S trada 
wi th mys te ry , Fe l l i n i  l e ads the v i ewer into a s earch for 
me aning . Throughout Fe l l i ni ' s  l i fe , he has been 
my s t i f i e d  by the image o f  the c lown . 1 2  The my s te ry that 
Fe l l i n i  f i nds i n  the l i fe s ty l e  of c i rcus per forme r s  i s  
e f fect ive ly recre ated through Ge l s omina ' s  i ntrodu c t i on to 
Z ampano ' s  and I l  Matta ' s  l ive l ihoods . Along w i th 
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Ge l s omina , the v iewe r i s  thrus t . into . a fore i gn 
env i ronment . Ge l s omina ' s  s e arch for me aning bec ome s that 
of the v i ewer and v i ce ver s a . The amb igui ty w i th wh i ch 
Fe l l i n i  i n i t i a l ly i ntroduced the character o f  Ge l s omina 
a l lows he r to s e rve as a per fe c t ly ob j e c t ive po i nt o f  
v i ew . The s ign i f i c ance o f  her ob j ectivity i s  i t s  
init iation o f  the v i ewer ' s  sub j e c t ive interpretation o f  
the wo r ld o f  La S trada . 
With Ge l s omina a s  a guide , the viewer wi tne s s e s  
the symbo l s  ne e ded t o  formu l ate the de s i red s e n s e  o f  
un ity whi c h  a l l  s tranger s  s e ek to deve lop whe n  w i s h i ng to 
be long . Surrounded by a world o f  diver s i ty , the vi ewer ' s  
ident i f i c at ion wi th the Ge l s omi na character increa s e s . 
Fe l l in i ' s  e f fe c t ivene s s  i n  u s ing the s trategy o f  
amb i gu i ty i s  c ruc i a l  i n  that i f  a viewe r i s  unab l e  to 
become consub s t an t i a l  wi th tqe lost Ge l s orni na , he or she 
wi l l  be de nied ac c e s s  to the di rector ' s  emo t i o n s  in 
pre s ent ing the rhetor i c a l  act . 
From the f i lm ' s beginning to i t s  end , the v i ewe r  
i s  taken down the road , tran s l ated into " l a s t rada . "  As 
the f i lm ' s t i t l e , the road po s s e s s e s  what s hould be 
be l ieved a s  a h i gh degree of s igni fi cance . The r e fore , 
the t i t l e  a l one lur e s  the viewe r into a s e arch for i t s  
amb i guou s me aning w i thin the f i lm .  S t ruc tura l ly , the 
road l i nks the epi s ode s of roads ide s c e ne s wh i ch produc e 
) 
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La Strada ' s  form , s imi l a r  in the way that the Mi s s i s s ippi 
River j o i n s  Twa in ' s  Adventur e s  of Huck l eberry F i nn .  Yet , 
whe re as Twa i n  glori f i e s  the rive r , Fe l l i ni a l l ows the 
road to go v ir tual ly unnot iced . Through natur a l  and 
c onve nt iona l s igns , a v i ewer may a s s o c i ate F e l l i ni ' s  road 
with the s e a sons wh i c h  are shown pa s s ing by . I n  
experi enc ing the l i � ing , wa i t ing , and dying found a long 
La S trada ' s  road s ide , the road ca n be seen a s  a n  ana logy 
for the path down wh i c h  a man trave l s  hi s l i f et ime . As 
nature and man d ie a l o ng the s i de o f  the road , the 
pa s s age o f  t ime bec ome s evident to such a de gre e that the 
viewer is awakened to h i s  or he r own tempor a l i ty , s im i l ar 
to the e f fe c t  le ft upon viewe rs o f  the roads ide wa it for 
Godot in B e c ke t t ' s  c l a s s i c p l ay . Symbo l i c a l ly , the 
amb i guou s road is s ome thing with wh i c h  every man can 
ident i fy whe n  he i s  made to s top and take noti c e . 
Whi l e Fe l l i ni ' s  fi lm i s  rooted in amb i gu i ty , the 
key to h i s  s t rate g i c  u s e  of it as a rhe tor i c a l  . device for 
ident i f i c at ion is that Fe l l ini b e l i eve s that twe n t i e th 
century mank i nd c an re l a te to the ambiguity wh i c h  
s urrounds l i fe i t s e l f ,  a s  we l l  a s  t h e  amb i gu i ty found 
within Ge l s omina ' s  s e n s e  of lone l i ne s s  and l a c k  o f  
de f in i t ion i n s ide a n  a l ien wor ld . I n  awake n i ng man ' s 
fee l i ngs o f  amb i gu i ty , Fe l l ini become s capab le o f  
o f fe r i ng a ph i l osoph i c a l  me s s age to h i s  v i ewe r s .  To 
incr e a s e  the aud i ence ' s  s e ar c h  for a me taphy s i c a l  o r  
s p i r i tua l me an i n g , F e l l in i  c a l l s  upon the fourth 
rhetori c a l  s trategy of ident i f ic a tion , the s trategy of 
· s p i r i tua l i z a t io n . 
The S tr ategy of Spi r i tua l i z at i on 
The final s i gni f i c ant s trategy is that o f  
s p i r i tua l i z ation o r  re l ig ious ne s s . I n  thi s  
inte rpretat ion , re l i g iousne s s  i s  not equated w i th any 
� n s t i tut i on but w i th an attitude of ident i f i c at i on . 
Burke ' s  be l i e f  that man c an re ach out to " trans c end 
upward " or " tran s c end downward " i s  premi sed by h i s  
de f i n i t ion o f  man a s  a symbo l - u s ing anima l . H e  s t a te s : 
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S o , . to s ay that man i s  a s ymbo l - u s i ng an ima l i s  by 
the s ame token to s ay that he i s  a " tran s c e nd ing 
anima l . "  Thus , there is i n  l anguage i t s e l f  a mo tive 
force c a l l ing man to trans cend the " s tate o f  nature " 
( that i s , the order o f  mot ive s that wou l d  Pf�va i l  in 
a wor l d  without l anguage ,._ Logo s , " re a s on " ) . 
Burke c ommunic ate s a hierarch i c a l  order revo lving 
around thr e e  order s : natura l ,  soc io-po l i t i c a l , · and 
1 4  supernatura l .  The natur a l  order i s  a wor ld wi thout 
l anguage . The s oc io-po l i t i c a l  order evo lve s from 
l anguage i t s e l f  in that a l l  c a s te sys tems are 
d i a l e c t i ca l . Furthe rmore , l anguage i s  u s e d  i n  
tran s c ending t h e  s oc io-po l i t i c a l  wor ld , cre a t i ng the 
s upernatural order . Burke wr i te s : 
) 
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Whe ther or not ther e  i s  a r e a lm o f  the s upernatur a l , 
L there are words for i t . And i n  thi s  s t a ge o f  
l i ngu i s t i c a f fa i r s  there i s  a paradox . For where a s  
the words for the s upernatur a l  realm are n e c e s s ari ly 
borrowed from the r e a lm of our everyday exp e r i e nc e s  
out o f  wh i c h  our fam i l i ar i ty with l anguage ar i s e s , 
once the termi no l ogy has been deve l oped for s per� a l  
theo l og i c a l  purpo s e s  the order c an b e  rever s e d . 
Burke ' s  phi l o s ophy on l anguage and o rde r i s  the 
bas i s - for a rhe tor i c a l  strategy of s p i r i tua l i z a t i on . 
Fel l i n i  incorporat e s  the s trategy i nto La S trada through 
the s ame princ ip l e s . W i th l anguage s ervi ng a s  a l adde r , 
Burke ' s  order i s  bui l t o f  hierarchy . Through l anguage , 
Fe l l i n i  e s t ab l i she s that the I l  Matto chara c ter i s  above 
the character o f  Z ampano . The director d i s p l ay s  the 
former character a s · po s s e s s ing a talent for rhe tor i c , 
· ranging from the u s e  o f  pun s to the proc l ama t i o n  o f  
e l oque nt phi l o s ophy . A s  the ant i the s i s , Z ampano i s  
unab le t o  expre s s  himse l f ;  he wi s he s  to speak but c an 
only " ba rk l ike a dog . " Extens ions o f  the c oncept are 
u s ed within the s t rate gy of propertie s  when I l  Matte i s  
gi ven a n  a s s o c i a tion wi th the vio l in wh i le Z amp ano 
c l ums i ly b e a t s  on the drum . Vi sua l ly , Fe l l i n i  r e l ate s I l  
Matte ' s  tran s c e nding qua l i ty through h i s  c ir c u s  
per formance upon t h e  h i ghwire . I n  thi s  s e n s e , Ge l s omina 
and the v i ewe r are phy s i c a l ly made to " l ook up " to the I l  
Mat te character . 
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A s imi l ar i ty between the phi l o s oph i e s  o f  Fe l l i n i  
and Burke i s  apparent . The I ta l i an fi lmmaker expre s s e s  
hi s own ide a s  concerning trans c ending qua l i t i e s  by 
p l ac ing them in a re l at i ons h i p  through the embod ime nt o f  
c l own s . I n  h i s  book , F e l l i ni on Fe l l in i , he wr i te s : 
The two type s o f  c l own s are in fac t  the wh i t e  
c l own and t h e  Augu s te . T h e  white c lown s tand s f o r  
e l egance , grace , harmony , int� l l igenc e , lucid i ty , 
wh i c h  are po s i ted in a moral way a s  idea l ,  un ique , 
indi s putab l e  divi n i t i e s . Then come s the negative 
a s pe ct , becau s e  in th i s  way the wh i te c l own become s 
Mother and Fathe r , S c hoolma s ter , Art i s t , the 
Beaut i fu l , i n  o ther words what shou ld be done . The 
Augu s te , who wou ld fee l drawn to a l l  the s e  pe r fe c t  
attr ibute s i f  o n l y  they were no t so pr i gg i s h ly 
d i s p l ayed , turns on them . 
The Augu s te i s  the chi ld who dirtie s h i s  pant s , 
rebe l s  aga i n s t  thi s  per fect ion , ge t s  drunk , rol l s  
about o n  the f loor and puts up an end l e s s  re s i s tanc e . 
Thi s i s  the s t rugg le betwe en the proud c u l t  o f  
r e a s on ( wh i c h  come s t o  b e  a bu l lying form o f  
ae �the t i c i sm )  and the freedom o f  ins t i n c t . The wh i t e 
c l own and the Augu s t e are teacher and c h i ld , mo ther 
and sma l l  s on , even the ange l with the f l ami ng sword 
and the s i nner . In other word s they are two 
p sycho log i c a l  a s pec t s  of man : one wh i c h  a ims 
upward s ,  �he �ther ygi c h  aims downwards ; two divided , 
s eparate 1 n s t 1 nc t s . 
The contr a s t  b e twe en the wh ite c l own and the 
Augu ste is s ee n  i n  La S trada a s  Il Matto app e a r s  to a im 
upward s ,  wh i l e Z ampano aims downward s .  The i n s t inct ive 
nature of the s eparat ion is communic ated through the 
immedi ate hatred between the two char acter s .  I l  Matta ' s  
uncontro l l ab l e  urge to torme nt h i s  counterpart through 
language is matched by Z ampano ' s  de s i re to phy s i c a l ly 
hurt h i s  antagon i s t . I n  p l ac ing Fe l l i n i ' s  c lown- terms in 
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po l a r i ty , Z ampano c ome s c l o s e r to the Augu s te t h an I l  
Matto c ome s to the whi t e  c l own . Incon s i s t e nc i e s are 
g iven to I l  Matto wh i c h  prevent h im from attain i ng such a 
leve l . For examp l e , dur i ng the c harac ter ' s  exp l anat ion 
a s  to Ge l s omina ' s  purpo s e  i n  l i fe , I l  Matte c annot s ay 
" what shou l d  be done . "  He i s  only a human , and i f  he 
knew wha t  everyth ing wa s u s e fu l  for , · " h e wou l d  b e  God . " 
S i gni f i c an t l y , F e l l i n i  keeps the character amorig the 
ranks of the Augus t e s ,  whi l e  providing h im w i th the 
ab i l i ty to g ive Ge l somina the s p i r i tual i n s p i r a t ion for 
wh i c h  she longed and the me taphys i c a l  e s s e n c e  for wh ich 
she s e arched . Yet , wh i l e as sur ing Ge l somina tha t  s h e  has 
a purpo s e  i n  l i fe , he i s  unab le to de f i ne his own 
e s sence . I n s te ad , he surrende rs to a s e n s e d  de s t i ny o f  
lone l ine s s  and i nev i t ab l e  death . I l  Matte ' s  g i f t  o f  
prophecy tran s c ends h im upward from the soc io-po l i t i c a l  
rea lm into t h e  realm o f  the supernatur a l  wi th h i s 
morta l i ty preve nting h im from be longing there . .  I n  
e f fec t , through a s trategy o f  spiritua l i z a t io n , F e l l i ni 
e f fe c t ive ly produce s  an as soc iation between I l  Matte and 
J e s u s  Chr i s t , providing for an ide nt i f i c a t i on proc e s s  
wh ich h i s  viewe r s  c a l l  upon i n  the ir c l a s s i f i c a t i o n s  o f  
a l l  three o f  the protagon i s t s . 
Z ampano ' s  ruth l e s s  murder o f  I l  Ma tto r e c e i v e s  
added s i gn i f i c ance through t h e  rheto r i c a l  s trate gy o f  
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spir itua l i z a t i on . Z ampano doe s not pos s e s s  the 
tran s c e nding qua l i t i e s  of I l  Matta , yet he doe s pos s e s s  
the phy � i c a l  s tre ngth throrigh wh ich h e  i s  c apab l �  o f  
k i l l i ng h i s  c ounterpart . Fe l l in i  accents the re l igious 
mys tery surround ing his social act of murder by hav i ng 
Z ampano to s s  I l  Ma tta ' s  body under �he tomb - l ike bridge , 
s e a l ing the open ing with the victim ' � c ar wh i c h  
immed iately bur s t s  i nto f l ame s . 
S ymbo l i c a l ly , I l  Matta ' s  death re s u l t s  i n  h i s  
tran sc endenc e t o  the s p i r i tual realm .  Fe l l i n i  makes a 
l a s t ing s t atemen t  through th i s  charac te r by hav i ng 
Ge l somina d i s p l ay a s e n s e  o f  lo s s  so pro found that the 
viewer is l e f t  fee l ing as though Ge l s omina has l o s t  her 
source o f  f a i th . Her inab i l i ty to rationa l i z e  I l  Matta ' s  
death at the hands o f  Z ampano leads to her own s p i r i tua l , 
me taphy s i c a l , and phy s i c a l  death . I n  e s s e n c e , with I l  
Matta ' s  death , Ge l s omi na l o s t  her Chr i s t - f i gure , me aning 
in l i fe , and wi l l  to l ive . 
As the anti the s i s  to I l  Matta , Z ampano d i s p l ay s  a 
de s i re to tran s c e nd downward . He aims to fu l f i l l  the 
de s i re by re fus i ng mor a l  growth . Burke s t a te s  that man ' s  
mo ra l growth " i s o rgan i z e d through propert i e s , p ropert i e s  
in goods , i n  s e rv ic e s , in po s i ti on o r  s t atu s , a n d  i n  
c i t i z enship . "  Whe n  Burke ' s  de f i n i t ion i s  app l i ed to 
Z ampano , an analys i s  through the s trategy o f  propert i e s  
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shows that Z a�pano ' s  goods inc l ude only tho s e  prope rt i e s  
needed f o r  b a s i c  s urviva l , c apab le o f  be i ng s tored in s i de 
h i s  nomadi c  mo torhome . As · a c ircus per forme r ,  h i s  
s e rv i c e s l owe r h im t o  the mercy o f  h i s audi e nc e , who , i n  
e s sence , become h i s  eva luator s . Fe l l in i  c a l l s  thi s  the 
" morti fy in g  a s pe ct " of the per forme r . He wr i te s : 
. there i s  the more mort i fy ing a s pe c t  o f  i t  [ the 
c i rc u s ] wh i c h  keeps recurr i ng , the fact that p e op l e  
come t o  y o u  a n d  y o u  mus t  exh i b i t  your se l f ;  t h a t  they 
examine you in thi s  mon s trous way and have th i s  
b i o l og i c a l , rac i a l  r i ght to come and s ay : " We l l , 1 8  here I am , make me l augh , _ exc ite me , mak e  me c ry . " 
I n  p l a c i ng h ims e l f  in the s ervi c e  o f  other s  who 
may po s s e s s  ve ry l i t t l e  s tatus themse lve s ,  Z ampano a ims 
downward i n  s e rv ic e , po s i t ion or s t atus , and 
c i ti z en s h i p . He has no permanent home nor any s oc i a l  
s tatus bec au s e  he ha s c ho s en not to , re fus ing the mor a l  
growth neede d  t o  interact with othe r s . Z ampano doe s  not 
want c onve rs ation , he que s t s  �or food and sex . One o f  
the f i r s t s p i r i tua l want s  di s p l ayed by the mu s c l eman i s  
the widow ' s s u i t s . Thoma s C ar lyle s ays , " The f i r s t  
purpos e  o f  c l oth e s  . . wa s not warmth o r  decency , but 
orname nt . "  For " the f i r s t  s p i r i tual want of a barbarous 
. . ., 1 9  man 1 s  D e c or at 1on . 
Fe l l ini us e s  C a r ly l e ' s  concept o f  c l o the s to s how 
that , as a man , Z amp ano doe s have s p i r i tual wan t s . Wh i l e 
he s uppr e s s e s a l l  want s , except for tho s e  o f  a barbarou s  
man , h i s  human nature s e rve s a s  a n  untapped fount a i n , 
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and , w i th moral growth , re s u l t ing from the inter a c t i o n  o f  
o the r s , Z ampano ' s  s p i r i tual wants wi l l  need the 
i nterac t i on of other s . Fe l l i n i ' s  character deve lopme nt 
is Z ampano ' s  mor a l  growth . Throughout La S trada , Z ampano 
is b arbarous in h i s  purc ha s ing , beat ing , rap ing , 
i gno ring , and abandoning Ge l somina ; y e t , the r e  a r e  
i n st ance s whe re Z ampano c a l l s  her h i s  wi fe , r e s p e c t s  h e r  
wi s h  to s l e e p  a lone , cove r s  her with h i s coat dur i ng the 
c o l d  n i ght , and s u f fe r s  from her cons tant we e p i ng 
fo l l owing I l  Matta ' s  de ath . Toward the end o f  the f i lm ,  
Z amp ano s e e k s  out the woman he abandoned , show i �g that he 
now mi s s e s  her and l ongs for her compan ion s h ip . 
Symbo l i c a l ly , Z ampano ' s  re l at io n s h i p  w i t h  
Ge l s omiria expo s e s  h i s  s p i r i tual wants and needs . F e l l i n i  
make s a l a s t ing s tat eme nt through h i s  c harac ter by hav ing 
h im ge t drunk , a ttempt ing to onc e again suppre s s  h i s  
s p i r itua l needs , but i n  h i s  fru s tration h e  i nevi t ab ly 
picks a f i ght w i th h i s  drinking companions . I n  ·the f i n a l  
sequenc e , t h e  v i ewer wat che s Z ampano s tumb l e  i n  the 
s tre et , c ry ing out that he doe s not need anyone , f i na l ly 
co l l ap s i ng on the beach where he weeps ove r  h i s  l o s t  
s p ir i tua l attachment . Through the s trategy o f  
spir itua l i z a t ion , Z ampano ' s  l o s s o f  Ge l s omi na , s imi lar to 
Ge l s omina ' s  l o s s of I l  Matta , repre s e nt s a newly 
e s tab l i s hed vo i d , r e s u l t ing from h i s  mor a l  growt h ; for 
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Z ampano ' s  we �ping i s  more o f  an epiphany or c a thar s i s  
than that o f  a n  an ima l burrowing i n  the s and , h i s  
humanne s s  rep l a c e s  h i s  an ima l tra i t s  and he now 
trans c e nd s  upward in the true s t  spiritua l s e n s e : a man ' s  
i nterre l ig i ou s i t� or h i s  personal re l i giou s ne s s . 
Fe l l i n i  a l s o  emp loys the s trategy o f  
s p i r i �ua l i z a t i on to give added s i gni £ i c ance t o  · the 
character o f  Ge l somina . From a rhe tor i c a l  po i ri t  o f  view , 
Fe l l i n i  give s Ge l s omina enough per sona l i ty to make he r 
appe a l i ng to the aud ienc e , wh i l e at the s ame t ime l e aving 
her per s ona l i ty amb i guous enough a s  to a l low for the 
audienc e ' s  ident i f i c a t i on with her . S p i r i tua l ly , the 
audience c anno t he lp but e i ther sympathi z e  or empath i z e  
with the c h aracter . Fe l lini promote s the re l a t ionship 
betwe en the character and the audience by once aga in 
c a l l i ng upon the symbo l o f  the c l own . Fe l l i n i  re s pond s 
to Ge l s omina ' s  a s s oc i a t i on with c l owns : 
" That remi nds me , "  peop le s ay to me ; " c.lowns are 
ma l e  as a ru l e , but the mo s t  important c l own f i gur e s  
in your f i lms s o  f a r  have b e e n  women , Ge l s omina and 
Cab i r i a  [ Le Not t i  D i  Cabb i r i a ] . How i s  thi s ? "  
The only great fema le c l own recorded in re a l  l i fe 
i s  Mi s s  Lu l u . Ge l s omina and Cab i r i a , in my f i lms , 
are both Augu s t e s . They are not women , they a r e  
a s exua l ; they a r e  t h e  Happy Hoo l i gan from the s tr i p 
c ar toon . The c l own i s  sexle s s  . . .  � Thi s i s  the 
very r e a s o n  they made people laugh . 2 u 
Ge l s omina ' s  appeal i s  not phy s i c a l , but 
s pi r itua l ; i t  i s  wha t  could be her charming i nnoc ence . 
Her p l ay fu l  nature and de s i re to make peop l e  l augh 
tran s c e nd s  her to a leve l beyond the phys i c a l . S he i s  
ident i f i ab l e  with the audience because she c a l l s  upon a 
chi ldl ike i n s t i nc t , the appe a l  o f  the c lown . F e l l i n i  
exp l a i n s : 
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The chi ld , on the contrary , ident i f i e s  · at onc e 
wi th the Augu s te , who , l ike the go s l ing or the puppy , 
i s  a lway s i l l - treated , and breaks p l a te s , r o l l s  on 
the f l oor , throws bucket� of water in people ' s  
fac e s . I n  other wo rds , he doe s everything the c h i ld 
wou ld l ike to do and i s  prevented from do i ng by the 
var iou�
1
adu l t  wh i t e  c l own s l ike his mo ther 
.
and h i s  
aunt s . 
Fe l l i n i  s hows Ge l s omina ' s  attraction with 
chi l dren dur ing the s c e ne in wh ich he i s  led by a group 
o f  c h i ldren to the room of a bedr idden chi l d  who neve r 
smi l e s . S he imme d i ate ly entertains the chi ld , bu t j u s t  
a s  the chi ld i s  beginning to - smi le , a nun , dre s s ed in 
wh ite , c ha s e s  Ge l s ornina from the room . The adu l t  
suppre s s e s  the c lown wh i l e  the child longs for h i s  
irrationa l i ty . 
Al though Ge l somina appe a l s  to the v i ewe r , s he i s  
unab l e  t o  gain the attention and a f fe c t ion o f  Z ampano . 
S i gni f i c antly , wh i l e  the crowd laugh s at and app l auds for 
Ge l s omina ' s  c l own act with Z ampano , Z arnpano ends the act 
by fir ing a b l ank gun at he r . The aud i e nce could 
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immedi ate ly fee l the phy s i c a l  pain exper ienced by her 
dur ing Z ampano ' s  tra i n i n g  s e s s ion , and later fee l the 
psycho ldg i c a l  and emo t i o n a l  pain experi enced by h�r 
dur ing Z ampano ' s d i smi s s a l  o f  her . Throughout the 
re lat i o n s h i p  within the f i lm ,  Ge l somina i s  de n i e d  any 
s p i r i tu a l  reward . That wh i ch she be l ieves to be s p e c i a l  
fol lowing Z ampano ' s  f i r s t  night in bed with her , the 
audience knows to be s t r ic t ly carnal to the nee d s  o f  
Z ampano . Her · grat i f i c a t ion i n  Zarnpano ' s  ca l l ing her h i s 
wi fe i s  fo l l owed by her pathe tic pre sence in watch i ng 
Z ampano f l i r t  with the r edheaded wa itre s s and eventua l ly 
her i nnoc ence i n  being l e ft on the curb as Z amp ano drive s 
o f f  with h i s  c arnai de s i r e  to be ful fil led by ano the r . 
Her lone l ine s s  and s e n s e  o f  lost se l f  i s  ac cented by 
Fe l l i n i  through the symb o l i sm of the unattended hor se 
wh ich p a s s e s  by Ge l s omina as she si ts on the �urb 
awa i t ing the re turn of h e r  hus band-master . 
Ge l s omina ' s  path e t i c  appe al cont inue s t? grow 
from the t ime s he f l oc k s  back to Zampano ' s  s i de to the 
encounter w i th I l  Matto , where she is given the chance to 
l e ave he r o ppre s s or . H e r  dec i s ion at th i s  point b e c ome s 
c l imat i c . Once she p l ac e s  her fu l le s t  faith i n  I l  
Matte ' s  prophecy o f  her purpo se in l i fe being to s t ay at 
Z ampano ' s  s i de , the v i ewer knows that her s i tu a t i o n  i s  
hope l e s s . I l  Matto i s  G e l somina ' s  only spiritua l  hope ; 
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yet Ge l s omina . fears the dre adfu l  freedom tha t awa i t s  her 
if she l e ave s the s e cur i ty and de f i n i tion a s  Z ampano ' s  
s ervant . The v i ewe r can no longer empathi z e  w i th 
Ge l s omina ' s  s i tuation s i nce i t  i s  now the s i tuation o f  
her cho i c e . 
The s igni f i c ance o f  the c l ima t i c  s c ene i s  more 
fu l ly felt during the roads ide scene in wh i c h  Z amp ano 
murde rs I l  Matta . I n  e s s e nce , Ge l s omina i s  made to watch 
the man who she cons ide r s  to be her de s t i ny k i l l  the man 
who onc e  gave her the s p i r i tual hope to s tay by her 
husband ' s  s ide . The phys i c a l , metaphy s i c a l , and 
s p i r i tua l lo s s  expe r i enced by Ge l s omina is so pro f ound 
that ne i ther Z ampano nor the viewer i s  able t o  unders tand 
i t s  impac t  on her . The v i ewer now fol l ows Z ampano a s  he 
l e ave s Ge l s omina as l e ep on the road s ide . 
Fe l l i ni make s a l a s t i ng s tateme nt through the 
charac ter in a manner deeply rooted in the s trategy o f  
spir itua l i z at i on . A s  Z ampano and the v i ewe r d� ive away 
from Ge l s omina , her phy s i c a l  pre sence i s  removed £rom the 
f i lm .  Yet , i t  i s  a t  th i s  po int that Fe l l in i  tran s c e nds 
her from the phy s i c a l  re a lm into the s p i r i tu a l  r e a lm . In 
the s c ene f o l lowing her ab andon ing , Ge l s omina ' s  pre s e nc e 
i s  s t i l l  f e l t  through Fe l l in i ' s  u s e  o f  the s ound track . 
Throughout La S trada , Fe l l in i  s trateg i c a l ly a s s o c i a te s a 
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mu s i c a l  tune wi th h i s  charac te r � I t  i s  thi s  tune , wh i ch 
has c ome to b e  c a l l e d  Ge l s omina ' s  Theme , tha t  l e ad s  
Z ampano a n d  t h e  v i ewer to the s e a s ide lot where 
Ge l s omina ' s  lone ly death is reve aled through the s i nging 
mi nstre l . The tune i s  l a s t ly heard a s  Z ampano l i e s  in 
the s and , we e p i ng ove r  the l o s s of his c ompanion . 
Fe l l in i  accents the re l i giou s ne s s  o f  Ge l s om i na ' s  
tran s G endenc e by mix i ng the natura l s ound o f  the s e a  wi th 
her theme song . The v i ewe r i s  l e ft wi th the s e n s e  that 
Ge l s omina ' s  s p i r i t  rema i n s  a s  the sea wi l l  a lway s rema i n , 
to accompany Z ampano ' s  c ontinual trek down the road . 
Z ampano lo s e s  h i s  partne r , but has now exp e r i e nc e d  a 
sp i r i tua l , and mor a l , growth within h imse l f ;  the 
humanne s s neede d  to fe e l  sorrow and the long i ng for 
another . 
Fe l l i n i  not only tra� s c ends the phy s i c a l  pre s ence 
of h i s  agents i n  La S trada , but also ra i s e s  the s c ene 
into a me taphy s i ca l  and s p i r i tual rea lm . The prev ious 
s e c t ion of th i s  s tudy s hows that through the s trategy o f  
amb i gu i ty , F e l l i n i  g ive s added s i gni f i c ance to the road 
wi thin the f i lm .  Through the s trategy o f  
s p i r i tua l i z at i on , the road c an then tra n s c e nd i n to 
some th i ng a s  me t aphy s i c a l  and spir itua l as the e x i s tence 
of man . A s imi l ar proc e s s  o f  tran s ce ndenc e i s  per formed 
through Fe l l i n i ' s  u s e  o f  the sea . The s e a  appea r s  
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throughou t  L a  S tr ada , from the opening s equenc e i n  wh i ch 
·-
Ge l s omina i s  taken from her s e a s ide horne , to the f i na l  
s equence men t i oned above . The se a ' s amb i gui ty a llows for 
its as.soc i a t ion with many symbo l i c  qua l i t i e s .  A l i s t 
could inc lude : ( 1 )  an extreme ly power fu l  force o f  nature 
capab l e  o f  de s troyi ng man , ( 2 )  a wide open fron t i e r  
r�pre s �n t i ng t h e  va s tne s s  o f  the un ive r s e , ( 3 )  a n a tu r a l  
body o f  w a t e r  to be u s e d b y  man f o r  purpo s e s  rang i ng from 
a source o f  food to the pur i f icat ion a s s oc i ated w i th 
c l e anl ine s s  and b apt i sm ,  ( 4 )  a s urrounding barr i e r  
re s tr i ct i ng t h e  freedom o f  man ' s trave l s . The s e a  s e rve s 
as the u l t imate par adox : the l e s s - than-human pre s ence 
pos s e s s i ng the greate r - than- human force . Burke g ive s a 
c le are r orde r to man ' s r e l ationship with nature through 
his rhetor i c a l  pe r s pe c t ive . He wr i te s : 
" Man " ar i s e s  out o f  an extrahuman ground . H i s  
s ource i s , a s  you pre fer , - " natural , "  o r  " d iv i n e , "  or 
( w i th S p i no z a )  both . In any c a s e , the s c ene out o f  
wh ich h e  eme rge s i s  u l t imate . And i n  thi s  r e s pec t i t  
mu s t  b e  " supe r-pe r s onal , "  qu i te a s  i t  mus t  b e  " super­
verb a l . "  For it conta ins the princ i p l e  of · 
persona l i ty ,  qu i te a s  i t  conta i n s  the princ i p l e  o f  
verba l i z ing . The di s t inc t i on betwee n  per s o n a l  and 
impe r s o na l , l ike that between verbal and nonve rba l ,  
i s  s c i e nt i f i c , pragmat i c , and thus i s  j u s t i f i e d  when 
our conce rn s  are pragmat ic . But from the s tandpo int 
of u l t imate s pecu lat ion , there mu s t  be an o rde r 
here : F i r s t , the re i s  " nature " in the l e s s - than­
per sona l sen s e ; next , there is the " pe r sona l "  
d i s t i ngui shed from s uch " impe r s ona l "  nature a s  an 
idea of s ome thing is di s t i ngui s hed from the th ing . 
But u l t imate l y  the re mu s t  be nature i n  the " over - a l l "  
s e n s e ; and nature in th i s  s ense mu s t  b e  
" superper sonal , "  s i n�2 i t  embrac e s  b o t h  " pe r sona l i ty "  
and " impe r s onal i ty . "  
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Thus , i n  v� ewing nature through a s t rategy o f  
spir itua l i z ation , man i s  p l aced o n  a neutr a l  l eve l from 
wh i c h  he can e i ther tran scend downward toward nature and 
. . become an anima l or a thing , or tran s c e nd upwar d  toward 
na ture and enter the d ivine grounds from whenc e both the 
pe r sonal and the impersona l  emerged . To v i s ua l i z e  the 
re lationship , one needs only to s tudy F e l l i n i ' s  
deve lopme nt o f  La S trada ' s  final s c ene . Z ampano , the 
man , l i e s  burrowing into the . l e s s - than-human s and of the 
be ach , wh i l e  the vo lume of the sea mixed with the 
spir itu a l ne s s  of Ge l s omina ' s  s ong , poi n t s  out the greater­
than- human pre s e nc e  of a transcendent natu r a l  powe r that 
make s Z ampano s h iver even more . The me aning of the f ina l 
s c ene i s  undoubtedly de eply rooted in Fe l l i n i ' s  purpo s e  
i n  communic ating h i s rhetor i c a l  act , and wi l l  be further 
reviewed i n  th i s  s tudy ' s f i nal chapter . 
Conc lus ion 
By d e c od i ng Federico Fe l l i ni ' s  rhe tor i c a l  act La 
S t rada , through an ana ly s i s  of his use of rhetor i c a l  
s t ra te g i e s  o f  ident i f ic a t ion , name ly the s t rate g i e s  o f  
prope r t i e s , depe r s ona l i z a t i on , amb igu i ty , and 
spiritua l i z at ion , thi s  s tudy is ab le to c l a s s i fy , give 
me aning to , the f i lm ' s agents , acts , and s c ene . The 
de f i ni ng princ i p l e  of propert i e s , a long wi th the avenue 
o f  deper s ona l i z a t ion , a l low for ins ight into the amb igu i ty 
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o f  the f i lm .  With i nterpretations extrapo l a te d , the 
s trategy of s p i r i tua l i z ation serve s as an orde r i ng 
proc e s s  through wh i c h  the �gent s , acts , and s cene can be 
. seen as tran s c e nd i ng one another e i ther upwards o r  
downwards . Whi l e the c r i t i c  i s  unab l e  t o  pro f e s s  that 
Fe l l in i , the creative agent , sys tema t i c a l l y  incorporated 
the s trategi e s  i nto h i s  rhetorical act , the importance of 
the po int is reduced by the fact that any rheto r i c a l  act 
is l e ft for the ana ly s i s  o f  the c r i t i c . The re fore , the 
rhetor i c a l  s trate g i e s found within La S t rada g ive th i s  
s tudy the ana lyt i c a l  i n s i ght demanded prior t o  a 
sugg e s t ion o f  the rhe tor i c a l  ac t ' s purpo s e . 
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CHAPTER V 
THE PURPOS E  
I ntroduc tion 
I n  look i ng a t  the first four terms of Burke ' s  
dramati s t ic pentad , the Agent , S c e ne , Ac t , and Agency , 
thi s s tudy per formed a c ontextual and textu a l  ana ly s i s  o f  
Fede r i co Fe l l i n i ' s  f i lm �  L a  S trada . The ana ly s i s  now 
warrants conc l u s ions c oncernirig h i s  purpo s e  i n  per forming 
h i s  rhe tor i c a l  ac t .  As the f i fth term o f  Burke ' s  pentad , 
purpos e  imp l i e s  the agent ' s  motive in c ommun i c a t ing hi s 
act . The previous chapter out l i ned the rhe tor i c a l  
s trateg i e s  u s ed to achieve F e l l in i ' s  mot ive o f  
ident i f i c at ion . The s e  s trategies are the me ans to an 
end . The que s t ion s t i l l  rema i n s : With wha t  doe s F e l l i n i  
wi s h  h i s  aud i e n c e  t o  ident i fy ?  The answe r  to thi s  
que s t i on wi l l  tran s l ate into the I ta l i an f i lm d�rec tor ' s  
purpo s e . 
The Purpo s e  Behind Fe l l i n i ' s  
Tac t i c s  o f  Expre s s ion 
With re spect g iven to the rhe tor i c a l  ana ly s i s  
comp le ted to th i s  point , the s earch for Fe l l in i ' s  purpo s e  
requ i r e s  the c r i t i c  t o  g o  beyond the rhetor i c a l , 
exploring the -agent ' s  ph i l o s oph i c a l  burden . Burke 
s tre s s e s  
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Y e t , a s  s e e n  from the standpoint o f  s ymb ci l i c  
act ion , w e  d o  not have t o  choos e  betwee n  the art i s t ' s  
mode o f  c o n s iderat ion and my own . He w a s  c oncerned 
with a uni fy ing ac t ,  and so was I .  I am me re ly 
s ugge s t i ng that , whe n  you beg in to cons ider the 
s i tuations b eh i nd the tac t i c s of expre s s i on , you wi l l  
f ind tac t i c s  that organ i z e  a work techn i c a l ly bec au s e  
they organ i z e  i t  emo tiona l ly .  T h e  two a s p e c t s , we 
might s ay S p inoz i s t i c a l ly , ar� but mode s o f · the s ame 
s ub s t an c e . Henc e , i f  you look for a ma n ' s burde n , 
yqu wi l l  f i nd the l e ad that exp l a i n s  the s t ruc ture o f  
h i s  s o lution . H i s  answe r ge t s  i tf form b y  re l at i on 
to the que s t ions he is answer ing . 
Through c l o s e  inspect ion , Fe l l i n i ' s  burden 
r e s emb l e s  an e x i s t en t i a l  s e arch for the s e l f ,  a burden 
promi nent i n  po s t-Wo r ld War I I  l i ter ature . The r o l e  o f  
the s e l f  i s  thorough l y  explored in Char l e s  I .  
G l ick sberg ' s  s tudy , The Lo s t  S e l f  i n  Modern L i t e r ature . 
He pre fac e s  h i s  s tudy by stating : 
The modern wr iter i s  faced with the ba f f l ing 
prob lem of p i c tu r i ng a s e l f  that s e ems to have l o s t  
i t s  rea l i ty . Dwe l l i ng i n  a unive r s e  t h a t  s e ems t o  
h im a l i e n  and ho s t i l e , man today re tre a t s  w i thin 
h ims e l f ;  but the cur s e  or the g lory of b e i ng human is 
that he mu s t  at a l l  c o s ts s tr ive to know . He c annot 
endure exi s tence wi thout some l i ght , however 
unc e rt a i n , of s e l f- knowledge . Engaged i n  an 
interminab l e  mono logue , he deve lops the hab i t  o f  
intr o s pe c t ion t o  such a degree that h e  c ome s to fee l 
entire ly a l one , cut o f f  from commun i c a t ion with 
othe rs . The brooding inte l le c tu a l  hero o f  modern 
l i te ra ture frequent ly become s a s o l ips i s t  and 
eventu a l l y  l e ar n s  to di s trus t  his perception s , h i s  
thoughts ,  the l anguage he emp loy s , and the b e l i e f s  he 
once che� i s hed . Nothing seems re a l , l e a s t  o f  a l l  
hims e l f .  
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By app ly ing recent theor i e s  o f  the s e l f i n  
l i terature t o  F e l l i n i ' s  rhetor i c a l  act , L a  S tr ada , thi s  
wr i ter obs e rve s thre e  di s t inct portr a i t s  o f  the l o s t 
s e l f . The charac t e r s  o f  Ge l s omina , I l  Matte , a nd Z ampano 
demons trate the portra i t s . Within the ambi guou s wor l d  o f  
L a  S trada , Fe l l in i  u s e s  the agents a s  rhe tor i c a l  dev i c e s 
for the expre s s ion o f  h i s  contemporary though t , · h i s  
real i ty . He s t a te s : 
Things mu s t  be c ondensed in order to impo s e  the i r  
e s s ence . F o r  m e  nee-rea l i sm i s  l ooki n g  at rea l i ty 
f a i r l y  and s quare ly , but at every type o f  r ea l i ty , 
not only s o c i a l , but a l s o  s p i r i tua l and m�t aphy s i c a l  
real i ty , a l l  that man has with i n  h imse l f . . 
Through La S trada , the viewer i s  c on fronted with 
the my s t e ry o f  man i s s e arch for s e l f- knowl e dge through 
every type of re a l i ty . The frus trat ion o f  not knowing i s  
s imu l taneou s ly f e l t  b y  the c haracters and the v iewer . 
Fortunate ly , s im i l ar thought� expre s s ed by other 
prominent wr i te r s  prov i de i n s i ghts into Fe l l i n i ' s  
per s ona l burde n . Th i s  wr i ter choo s e s  to c ompare 
Fe l l in i ' s  s c ene and rhetor i c a l  heroes to tho s e  of such 
wr iters a s  K a fka , B e c ke t t , Kierkegaard , and S artre . 
F e l l i n i ' s  app l i c at i on o f  anima l - term s  t o  Z ampano 
e s t ab l i s he s  the de s i red di s t inct ion betwe en the charac t e r  
and h i s  c ounterpar t , I l  Matte . Fe l l i n i ' s  devi c e  s e rve s 
h i s purpo s e  a s  doe s Kafka ' s  u s e  o f  a s im i l a r  a n ima l 
me taphor . G l i c k sberg wr i te s : 
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The an ima l - metaphor widens the gul f  that s eparate s 
- -two leve l s  o f  ex i s tence : the b i o l og i c a l  and the 
spir i tua l , the natur a l  and the human . Man i s  an· 
anima l who attemp t s  not o n ly to speak but t o  s ing ; he 
spe l l s  out the s e c re t s  6f the s tar s ; he wa l k s· 
upright ; but he i s  oppre s s ed by the c ru e l n e c e s s i ty 
o f  h i s  phys i c a l  b e i ng . He hears mu s i c that s e ems to 
promi s e  a l o f t i e r  l i fe of the s p i r i t  and he reache s 
out e ag e r ly for thi s  new l i fe , only to b e  thru s t  back 
ignob ly on his anima l s e l f .  He fee l s  gu i l ty if he 
keeps s i l ent and seeks s a fety and s e c u r i ty in 
becoming l i ke the o thers ; he fee l s  iqua l ly gu i l ty i f  
h e  turn s aga i n s t  h i s  anima l origi n . . 
Z ampano ' s  tran s c endence downward to anima l - te rms 
is p l ac e d  in polarity w i th I l  Matta ' s  tran s c endence 
upward to the s p i r itual re a lm . I n  tran s c endenc e ,  they 
are both examp l e s of the rebe l l ious s e l f .  G l i c k sberg 
s t ate s , " The reb e l l ious s e l f  fo l lows the p r i nc i p l e  of A l l 
or Nothing : it wi rl e i ther a s pire to become God or s i nk 
to the leve l of the b e a s t . " 5 Each examp l e  s e rve s a s  a 
bridge b e twee n  Nature and spirit , through h i s  own 
human i ty . Wh i l e  Z ampano i s  c a l l ed an anima l , and i s  
d i s p l ayed i n  such a way a s  t o  re s emb le a n  anima l , the 
viewer is reminded that he is f i r s t  and foremo s t , a man . 
The charac ter o f  I l  Ma tta expl a i n s  that Z ampano i s  only 
l i ke a dog . I n  speak i ng to Ge l s omina , I l  Matta s t a te s , 
" he i s  l ike a dog . . . A god looks at you . . wan t s  to 
ta lk . and o n l y  barks " I n  be i ng l i ke an 
anima l , he i s  s e parate from the anima l . He ac t s  on the 
i n s t i nc t s  of hi s anima l orig in , but he a l s o  po s s e s s e s  the 
c apac i ty for thought , l anguage , and emo t i o n . I n  th i s  
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sen�e ,  Z ampano · i s  the bas i s  for every man . Wh i l e  mo s t  
cho s e  t o  deve lop the s e  capac i ti e s , Z ampano empha t i c a l ly 
avo i d s  such growth by not a l lowing h ims e l f  to b e c ome 
c l o s e  with othe r s . He cuts h ims e l f  o f f  from 
commun i c at i on wh ich can he lp de f ine hi s own e s s e nc e . 
The viewe r i s  abruptly reminded o f  I l  Ma tto ' s  
humanne s s  by wi tne s s i ng h i s  murder . Yet , h i s  de ath 
shou l d . not come a s  a surpr i s e  to the viewer or t o  I l  
Matto , h imse l f ,  a s  during hi s phi l o s oph i c a l  d i s c u s s i on 
wi th Ge l s omina , he i ndi cate s that he i s  no l onge r in 
contro l of his de s t iny , and that he know s he wi l l  s oon 
die , a lone . From thi s approach to l i fe , I l  Ma tto has 
given i n  to the concept o f  time . Time p l ay s  an impor tant 
ro le in the work s of many exi s tent i a l  wr i te r s .  
Gl i c k s berg addre s s e s  i t s  ro le i n  the works o f  S amue l 
Beckett : 
Hav ing l o s t  hi s ident ity , modern man i s  swept 
a l ong by the ti de o f  event s . Time de s t roy s h im . He 
knows that all he has wi l l  di s s o lve into not hi ngne s s ,  
" wi thout memory and wi thout dre ams , whe r e  at l a s t  I 
s ha l l  f i na l l y be through with my se l f  for good . "  
Thing s  s imp ly happen to h im . He cannot form a va l id 
image o f  h ims e l f .  There i s  no cons i s tency o r  
continu i ty i n  h i s  behavior . There i s  no e s c ape from 
t ime " that doub l e - headed mons ter of damn a t i o n  and ' 6 s a l vation . "  
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I l  Matte ' s  death at the hands o f  Z ampano 
symbo l i z e s  de ath as the inev i tab l e  e nd . to the natur a l  
proc e s s  o f  l i fe . T ime ' s other edge , s a lva t ion , i s  then 
? hown through Ge l sornina ' s  s p i r i tual lone l i ne s s  re s u l t i ng 
from I l  Ma tte ' s  death . The victim ' s pr ior d i s cu s s io n s  
wi th Gel s omina rema i n s  wi th h e r  in the wor ld o f  La 
S trada . Thu s , through the di f ferenc e s  between I l  Ma tte 
and Z amp ano , and the i r  re spect ive re l at i on s h ip s w i th 
Ge l s omina , F e l l i n i  e f fe c t ively shows , " a l l  that man h a s  
within h ims e l f " : t h e  s oc i a l , spi ritua l , a n d  me taphy s i c a l  
real it ie s . 
From the per spec t ive o f  the s e arch for the lo s t  
s e l f , I l  Matte ' s  down fa l l  i s  h i s  d i smi s s a l  o f  the qu e s t , 
wh i le Z arnpano fa i l s  by deny ing the burde n o f  the s e ar c h  
a l to ge the r . F e l l i ni doe s , howeve r ,  pre s e nt t h e  burde n o f  
the que s t  through h i s  character o f  Ge l s omina . She i s  
tru l y  p l aced i n  a n  a l i en wor ld and constant l y  a s k s  others 
to he l p  de f ine her meaning with i n  it . She s ee k s  a 
fami l i a l  de f i n i t ion by a s king Z ampano about her o l der 
s i ster . As Z arnpano ' s  companion , she longs for h i s  vo c a l  
expre s s ion o f  her me aning to h im .  Pa radox i c a l l y , s he 
l ater equate s h e r  commitme nt to Z ampano to a nun ' s 
commitment to the Father . Gradua l ly , Ge l s omina i s  led to 
three ent i t i e s  whi c h  pos s e s s  re sourc e s  for s p i r i tu a l  
e n l i ghtenment . S i gn i f icant ly , each i s  pre s e nted to h e r  
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wi th in a c hao t i c  environment , emi tting an a i r  o f  
intimida t i on . F e l l i n i ' s  c i nematic techniqu e s  duri ng the 
road s ide wedd ing s c ene and the town ' s r e l i g i ous 
proc e s s i on s ugge s t  that the f i lmmaker v i ews the two 
i n s t i tu t i on s , marr i age and the Church , a s  form s  o f  
commi tme nt wh i c h  c an s uppre s s  a man ' s i nd iv idua l i ty . 
Thi s oppos i t ion to c ommi tment re semb l e s  Fe l l i n i ' s  
pe r sonal att i tude s toward F a s c ism and C atho l i c i sm .  
wr i te r  rec ogn{ z e s  that F e l l i ni i s  happi ly marr i e d ; 
( Th i s  
however ,  h e  open ly vo i c e s  h i s  hatred o f  comm i tment a s  
di s cu s s e d  i n  Chapter Two o f  th i s  s tudy . ) 
Eventua l ly ,  Ge l s omina j o ins the ma s se s  who have 
gathe red to watch I l  Matte ' s  h i ghwire ac t .  Wh i l e the 
c rowd prevents her from gett ing c lo s e  to the p e r forme r at 
th i s  t ime , l at e r  i n  the f i lm ,  the spiritua l e n l i ghtenment 
that wa s previous ly out of her reach pre s e n t s  i t s e l f  
through the lure o f  I l  Matte ' s  vio l i n . Fe l l i n i ' s  
emp loyment o f  repe t i t ive form in mix ing the h i gh - pitched 
sound o f  the v i o l i n  with the v i sual image o f  the wh i te 
b ig- top tent sway i ng with the bree z e  provide s a 
r e l igiou s ly- t i nted s cene in wh i ch Ge l s omina me e t s  he r 
s p i r i tual guard i an . 
Through I l  Matte ' s  re l ationship with Ge l s omina , 
he become s her S artrean Other , the other needed to de f i ne 
man ' s own ex i s t e nc e . 7 I n  an swer ing her exi s te n t i a l  
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que s t ions , I l  .Matta te l l s  Ge l s omina that her purpo s e  i n  
l i fe i s  to s e rve her ma s ter , Z ampano , even though h e  
" be a t s  h � r  l i ke a donkey . " · By acc epting thi s  de f i n i t ion , 
Ge l s omina make s the c ho i c e  to rema in wi th her oppre s s or , 
rather than a c c ep t  I l  Matta ' s  o f fer to take her away from 
her pre s e nt s t ate . The S artrean terms : s e l f-decept i on , 
dread fu l free dom , and b ad f a i th , are s e e n  i n  Ge l somina ' s  
dec i s ion . She i s  faced with the dread ful freedom o f  
go ing with I l  Matto into the unknown . I l  Matte ' s  o f fer 
re semb l e s  the ope n i ng o f  the door in S a rtre ' s  No E x i t ; 
Ge l s omina i s  now free to go but the unc ertai nty o f  the 
world out s ide her de f i ned ex i s tence as Z ampano ' s  s ervant 
s ta l l s  her departur� . A fr a id of leaving , she p l ac e s  her 
f a i th in I l  Matta ' s  determination of he r purpo s e  i n  l i fe , 
c au s ing her s e l f - de c eption in think i ng that Z ampano 
repre s e n t s  he r future . By not choo s ing her s e l f ,  
Ge l somina prac t i c e s the s ame bad faith a s  doe s  I l  Ma tto 
i n  acc ept i ng h i s b e l i eved fate of lone l i ne s s  and death . 
S artre wr i te s , " the free cho i c e  wh ich a man make s o f  
h ims e l f  i s  comp l e t e l y  ident i f ied with what i s  c a l l ed h i s  
de s t i ny . " 8 The dec i s ions o f  the two charac t e r s  trans form 
thi s s e emingly inc identa l s cene· within La S trada into a 
c l imat i c  one as the v i ewe r learns that e ac h  has abandoned 
the s earch for s e l f-de f i n i t ion and g iven into a de s t i ny 
determined through s e l f-de c eption . Fol lowing thi s  s c ene , 
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Z ampano doe s c omp ly with I l  Matta ' s  death wi s h , l e av i ng 
Ge l somina s p i r itual ly emptied , but s t i l l  c l i ng i ng to her 
hus band ' s  s i de . Once Z ampario c an no longer to l e r at� her 
pathet i c  s t ate , he d i s c ards her a long the road s ide , 
leaving her to wander to the s e a s ide whe re s he d i e s  her 
lonely death . 
Only Z ampano ' s  phy s i c a l  pre s e ric e  rema i n s  a t  the 
end of the f i lm .  The s i gn i f i cance o f  the f i lm ' s f ina l 
s equenc e f i na l i z e s  F e l l i n i ' s . purpo se in pre s e nt i ng h i s  
entire rhetor i c a l ac t .  I n  the final s equenc e o f  the 
f i lm ,  Z ampano continu e s  hi s a ttempts in suppr e s s i ng h i s  
s p i r i tu a l  needs a s  a human . Yet , ne i the r exc e s s ive 
amount s o f  a l cohol nor the fa l s e  c ry of need ing n o  one 
a l lows h im to e s c ape hi s human condi t ion . P hy s i c a l ly and 
me taphy s ic a l ly c o n f i ned by the natur a l  pre s e nce o f  the 
s e a , he i s  l e f t  l y ing on the beach , weep ing over the news 
of Ge l s omina ' s  de ath . The act o f  we eping symbo l i z e s  
Z ampano ' s  tran s c endence from the be s t i a l  to humanne s s , 
but now h i s  humanne s s  su f fe r s  as he can no l onger revert 
into an an ima l s tate nor c an he regain his s p i r i tu a l  
othe r , Ge l s omina . H i s  de spair grows even more b e c au s e , 
a s  K ie rkegaard s ay s  o f  man , he " c annot r id h ims e l f ,  
c annot become nothing . " 9 
Z ampano ' s  a ttachme nt to Ge l s omina tran s c ends to 
a l l  the leve l s  s een by Fe l l i ni wi thin a man . The 
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bea s t -man prove s to b e  a soc i a l  be i ng who c an no l onger 
me re ly ex i s t  in h i s  phy s i c a l  wor l d  w i thou t me t aphy s i c a l  
and s p i r i tu a l  de f i ni t i on . The s tatement tran s l a t e s  i nto 
. Fe l l in i ' s  de f in i t i on of neo-re a l i sm .  As d i s c u s s e d  
e a r l ier , Fe l l in i  recogn i z e s  a leve l o f  s p i r i tu a l i ty 
within the ma n when h e  state s , " At the centre o f  
succe s s ive layer s o f  re a l i ty , God i s - to b e  found , I 
th ink-- the key to the my s te r ie s . "  He add s that man ' s 
c apac i ty for s p i r i tua l ne s s  trans cend s h i s mer e  s o c i a l  
ex i s tence , when he s t ate s , " I  wou ld add that i f  neo-
rea l i sm is c a l l ed ' so c i a l , ' a s  i t  i s  by c e rta i n  I ta l i an 
c r i t ic s , then i t  i s  l imited . Man i s  not j us t  a s oc i a l  
be ing , h e  i s  divine . "  
Wh i l e S artre exc lude s God a s  the oth e r , F e l l i n i  
s e e s  G o d  a s  t h e  k e y  to the my s tery o f  s p i r i tua l i ty w i th i n  
a man . Within L a  S tr ad a , F e l l i ni create s t h e  pre s e n c e  o f  
God through S p i no z a ' s  equat ion , " God equ a l s  Nature , "  by 
giving a spir i tua l qual i ty to the cyc l e  of the s e a s o n s  
and the pre s e nce o f  the s e a . For Fe l l ini , the cyc l e  o f  
the s e a s ons c ommun i c a t e s  the doub le-headed mon s te r , 
Time . Throughout the f i lm ,  the sea symbo l i z e s  many 
things . Ge l s omina , the viewe r ' s  perception o f  he r ,  
a s s o c i a te s the s e a  wi th her b i rthpl ace and home . A l o ng 
the road s ide , Ge l s omi na rus he s  to the s e a  a s  i f  r e turn ing 
horne a f ter a long abs e nc e . Me anwh i l e , Z amp ano s p l a s h e s  
wa ter on h ims e l f  f o r  phy s i c a l  c l eanline s s , a n  act s imi lar 
to a mother c �t l ic k i ng her k i t ten . The charac t e r s  
trave l down t h e  road w i t h  the s e a  border i ng the i r  
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c ou r s e . · Late r , Ge l s omina f locks to the s e a  a fte� be i ng 
abandoned by Z ampano . U l t imate ly , the s ound , s i z e , and 
c o l o r  o f  the s e a  in the f i lm ' s f i na l  s cene tran s c e nd to 
the Ab s o lute , w i th s im i l ar i t i e s in power and my s te ry . 
The characte r s ' r e spec t ive s e arches took them to the s e a , 
where the l a c k  o f  e n l ightenme nt l e ft them w i th de spa i r . 
F e l l in i ' s  s ymbo l i sm di sp lays a ph i lo s oph i c a l  agreement 
with the re l i g i ou s  ex i s tent i a l i s t , K i e rkega ard . 
Gl icksberg wr ite s :  
The f a s c inat ing aspect o f  Kierkegaard a s  a 
prophet o f  modernity i s  that he unde r s t ood s o  we l l  
the c on s equences o f  the l o s s  o f  se l f  i n  i t s  de n i a l  o f  
God , typ i c a l o f  the s p i r i t  o f  Prome thean de f i ance o f  
the romant i c  rebe l o f  the ni neteenth c e ntury , and the 
despair that spr ings from engaging in the abs urd 
venture of f a i th , wh ich in the inte l l e c tual c l ima te 
of the twent i e th c entury has been g iven an equ ivo c a l , 
non-re l i g ious c a s t . Kierkegaard fore s aw a l l  thi s 
be fore i t  happened . Wi th pre sc ient ins i ght he 
analy z e s  the onto log i c a l  de spair that s e i z e s  upon the 
i ndividu a l  who c annot endure l i fe without u l t ima te 
me aning . I t  is th i s  type of de spa i r , t h i s ·� s i ckne s s  
unto death , " wh i c h accounts for the trag i c  s p l i t  in 
the s e l f  of man . H i s  de spair grows and grows to a 
degree o f  into l e r ab l e  a�gu i s h becau s e  he " c annot get 
rid of h im s e l f ,  c annot become nothing . "  I n  
identi fy i ng th i s  s i ckne s s  o f  the s ou l  w i th s i n ,  
K i e rkegaard wa s dr iving horne hi s be l i e f  in man a s  
s p i r i t  and s p i r i t  a s  ident i c a l  with t h e  authent i c  
s e l f , wh i c h  i s  " a  synthe s i s  o f  t h e  temp o r a l  a n d  the 
eterna l , of free dom and nec e s s ity . "  I t  i s  the 
c apac i ty fo r de s pa i r  that reve a l s  the d ivine 
poten t i a l  i n  man , his  urge toward tran s c e ndenc e . I n  
c o n front ing the Ab so lute that i s  God , the i nd ividua l 
mus t  " l e ap "  from outwardne s s  to inwardne s s , a leap 
wh ich i s  utterly beyond reason and with out ernp ir f� al 
war rant . God i s  the Ab surd and yet God i s  r e a l . 
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I n  u s ing the phy s i c a l  s c enery o f  Nature , F e l l in i  
d i s p l ay s  h i s charac te r s ' " s i ckne s s  unto death , "  r e s u l t ing 
from the s p i r i tu a l  lo s s  of I l  Matto , by turn ing the 
s c e nery in the background of the world wi th i n  La S trada , 
f o l lowing the s cene i n  whi c h  Z ampano murders I l  Matto , 
i nto barren wa s te l and . The tre e s  are pre s ented a s  dyi ng , 
bowed over a s  i f  �e e p i ng thems e lve s . Fe l l in i ' �  s trate g i c  
u s e  o f  t h e  o n ly two c o lors o f fered to him , b l a c k  and 
wh ite , adds the e f fe c t  of empt ine s s , de s p a i r , and doubt 
l inge r i ng wi thin the wor ld . The pr inc iple i s  expre s sed 
even further through the co ldne s s  of the c l imate through 
whi c h  Ge l somina and Z ampano now trave l .  S ymbo l i c a l ly , 
the ab s ence o f  Natur a l  be auty , l i fe , and warmth i s  a s  
re a l  a s  the s p i r i tu a l  l o s s  o f  the Chr i s t - f i gure and yet 
as abs urd a s  the me aning l e s s ne s s  o f  l i fe i t s e l f  as f e l t  
b y  La S trada ' s  character s , and a l l  o the r s  who a r e  unab l e  
t o  atta i n  s e l f-de f i n i t i on . 
With the thoughts o f  the Ex i s tent i a l i s ts such a s  
S artre a n d  K i erkegaard in mind , th i s  wr iter b e l i eve s that 
Fe l l in i  u s e s  La S trada to expre s s  hi s contemporary 
though t s  on the s tate o f  man ' s phi l o soph i c a l  i nqu i ry o f  
soc i a l  consc iou s ne s s  within the try i ng t ime s o f  pos twar 
I ta ly . Fe l l in i  appears to be s ay ing that man mu s t  l e arn 
to l ive with the other , because the other is needed for 
his de f i n i t ion of the s o c i a l , me taphy s i c a l , and s p i r i tua l 
l eve l s  o f  h i s - ex i s tence . A man mu s t  expo s e  h ims e l f  to 
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pos s ib l e  s adne s s  i n  a l lowing h ims e l f  to grow a s  a human , 
but to be human wou ld me an . noth ing i f  h i s  ex i s t en c e  never 
. gained the e s s en c e s  of his s p i r i tual and met aphy s i c a l  
nature . Wh i l e  F e l l i n i ' s  f i n a l  s cene i s  s trateg i c a l ly 
rooted i n  amb ig u i ty , i t  leave s the i a s t i ng impr e s s i o n  
I 
that Z ampano ' s  de s p a i r  repre sents a mome nt o f  e p i phany i n  
h i s  s p ir i tua l growth . As � re sult o f  Ge l s omina ' s  
k i ndne s s  and humani ty ,  Z ampano learns the human 
cond i t ion ; yet , within thi s  cond i t ion , the mor e  he 
learned ; the more my s tery con fu s ed and frus trated h i s 
ex i s tence . Z ampano i s  l e ft to f ind a way i n  de a l ing with 
his new- found s e l f �  and the way c an only be found w i thin 
hims e l f �  Ther e fore , through his agency and a c t , F e l l i ni 
make s an exi s te nt i a l  stateme nt termed La S trada . 
S ummary and Conc lus ion 
When F e l l i n i  re l e a s ed La S trada in 1 9 5 4 , he 
rece ived a great de a l  of c r i t i c i sm from F a s c i s t s  and 
pri e s t s . To the F a s c i s t s , F e l l i n i ' s  s tateme nt may have 
been unde s i rab l e  bec au s e  it plac e s  the Ab s o lute above the 
soc i a l  s tate , wh i l e , to the pr i e s t s , it bring s  the 
Ab so lute down to the ex i s tenti al leve l of ma n , a 
reduct i on that i s  c l e ar ly controve r s i a l  in C atho l i c i sm .  
To I ta l i an f i lm c r i t i c s o f  the per iod , Fe l l i n i ' s  f i lm 
v i o l ated the ru l e s  o f  the nee-re a l i s t  movement . The 
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f i lmmaker answe r s  a l l  o f  h i s  c r i t i c s by rede f i n i ng the 
term , nee-re a l i sm .  Fe l l i n i  s ta te s , " Every i nve s t i ga t i on 
that a man make s about h im�e 1 f ,  about h i s  re l a t i ob s  w i th 
other peop l e  a nd about the my s tery o f  l i fe , i s  a 
spir itual i nve s t i gat ion and- - in the true s en s e  o f  the 
word - - a  re l i gi ou s  one . " 1 3  He s ay s , � I  s uppo s e  that thi s 
i s  my ph i lo s ophy . Thi s  i s  nee-rea l i sm ,  a s  far a s  I am 
conc e rned , i n  i t s  pure and original s e n s e ; a que s t  for 
the e s s e nt i a l  s e l f ,  my own and other s ,  a long a l l  path s  o f  
l ' f  .. 1 4  .1. e .  Apparen t l y , h i s  c r i t i c s  were no t re ady for such 
an exi s tenti a l  approach to both re l ig ion and nee-re a l i sm .  
I n  c on c l ud i ng a s tudy u s ing Burke ' s  pe ntad , 
s ummar i z ing the Age nt ' s  purpos e  fina l i z e s  the analyt i c a l  
and interpret ive proc e s s . I n  th i s  s tudy , Burke ' s  terms 
he lp gain i n s ight into Fe l l ini ' s  scene , c onta i n i ng 
i n f lue nc e s  o f  Catho l i c i sm ,  F a s c i sm ,  nee - re a l i sm ,  and the 
de s truc tion o f  Wo rld War I I , whi c h  became the arti s t ' s  
burden a s  F e l l i n i  s t rugg led wi th hi s own lack o f  
de f i n i t io n  w i th i n  h i s new wor ld . Th i s  burden l e d  to the 
c re at ion of the rheto r i c a l  act , La S trada , i n  wh i c h  
F e l l i n i  c ho s e  to emp loy the agency o f  t h e  f i lm med ium for 
c ommun i c a t i ng h i s que s t  for the e s s e nti a l  s e l f  a long a l l  
paths o f  l i fe : the s o c i a l , me taphy s i c a l , and s p i r i tua l . 
Through h i s  act , he o f fe r s  no s o lutions ; only rephr a s ed 
que s t ion s . C r i t i c s  s trugg l e  w i th h i s  ph i l o s oph i c a l  
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imp l i c at ions , wh i l e Fe l l i ni coyly answe r s , " I  l e ave my 
fi lms to answer your que s t i on about the s p i r itua l concept 
1 5  of my world as an arti s t � "  
I n  r ephr a s ing the ph i l o s ophi c a l  que s t i o n s  o f  h i s  
wor ld , F e l l i n i ' s  art i s try o n  f i lm ,  us ing rhetor i c a l  
strate g i e s  o f  identi f i c at ion , comb i ne my s te ry w i th 
me ani ng in such a way a s  to a l low e ac h  aud i e n c e  member to 
ident i fy with the f i lm and formu l ate a per sona l i z ed 
an swe r . S a lmi note s that Fe l l in i ' s  f i lms " never have a 
re a l  conc lu s ion ; he doe s  not a l i enate h ims e l f  from the 
spec tator who s e  l i fe ' ha s  no so lution . ' " 1 6  Fe l l i n i  
exp l a i n s  h i s  purpo s e  in th i s  approach b y  stat ing : 
My f i lms don ' t have what i s  c a l led a f i n a l  
s c ene . T h e  s tory never reac he s  i t s  conc l u s ion . 
Why ? I think i t  depends on what I make o f  my 
c harac ter s .  I t ' s  hard to put it- -but they ' re a k ind 
o f  e l e c tr i c a l  wire , they ' re l ike l i ght s that don ' t  
c hange at a l l  but s how an unchang ing fe e l i ng in the 
direc tor from s tart to f i n i s h . They c annot evo lve in 
any way ; and that ' s for a-nother rea son . I h ave no 
intent ion of mo r a l i z ing , yet I fe e l  that a f i lm i s  
the mo re mor a l  i f  i t  doe s n ' t  o f fer the aud i e nc e  the 
s o lution found by the character who s e  s tory . i s  to ld . 
I n  oth e r  words , the man who ha s j us t  s ee n  a character 
sort ing out his prob lems , or becoming good when he 
s tarted o f f  bad , f i nds himse l f  in a more com fortab l e 
s i tuation . He i s  go ing to s ay qu i e t ly to h im s e l f : 
" We l l , a l l  I have to do i s  c arry on be ing the c r e e p  I 
am , betray i ng my wi fe , conning my friend s , b e c au s e  at 
a g iven moment the r i ght so lut ion wi l l  turn up , j u s t  
a s  i t  doe s i n  the f i lms . " My fi lms , on the 
contrary , g ive the audience a very exac t 
r e s pon s ib i l i ty . For ins tance , they mu s t  de c i de what 
Cab i r i a ' s  end is go ing to be . Her fate is in the 
hands of each one of u s . I f  the f i lm ha s moved u s , 
and troub l e d  us , we mu s t  immedi ate ly be g i n  to have 
new re lation s h i p s  w i th our neighbour s .  Th i s  mu s t  
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s t art the f i r s t  t ime we meet our £ r i ends or our wi fe , 
�s ince anyone may be Cab i r ia- -that i s , a v i c t im .  I f  
f i lms l i ke I Vite l loni , La S trada , and I l  B i done 
leave the audience with. thi s  fee l ing , mixed w�th a 
s l ight unea s ine s s , I thi nk they have ach i ev e d  the ir 
obj e c t . I fee l , and I c an even s ay today , 
unhe s t i t a t i ngly , that whe never I th i nk up a s tory i t  
i s  i n  order to s how some anx i e ty , s ome troub l e , a 
s tate o f  fr i c t i on in the re l a tionships that ought 
norma l ly to - ex i s t  between people . I f  I were a 
po l i t i c a l  anima l_ , in order to exp l a i n  th i s  I s hou ld 
ho ld me e t ings or j o i n  a pol i t i c a l  party ; or go out 
bare foot and dance i n  the s tre e t s . I f  I had found a 
so lution , and i f  I were abl e  to exp l a i n  i t  
convinc i ng l y  and i n  good fa ith , then o f  c ou r s e
1
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shou ld no t be a s tory- te l ler , or a f i lm-make r .  
Fe l l i n i ' s  approach to - f i lmmaking c l e ar l y  fo l l ows 
Burke ' s  mo tive of identi f i c a t ion . Fe l l i n i  doe s not wi s h  
t o  in form or persuade h i s audience , h e  w i s h e s  them to 
identi fy w i th h i s c har acters and h i s  me s s age to a point 
of fee l i ng une a s y  with the ir own fau l t s  a s  human b e i ngs . 
Fe l l ini ' s  succe s s  i n  h i s  mot ive res u l t s in a growing 
proc e s s  within every viewe r who begins his own s e arch due 
to h i s  or her expo s ure to the - s tory told on f i lm .  
Me a s uring the overa l l  e f fe c t  or succe s s  o f  h i s  f i lm ,  La 
S trada , wou l d  b e  a s  impo s s ib l e  a s  getting a s tr a i ght 
answer out of its creator . Yet , through the proc e s s  o f  
rhetor i c a l  analys i s  a s  terme d b y  Kenneth Burke , th i s  
viewer o f  the f i lm and wr i ter o f  th i s  s tudy c onc lude s 
that through the agency o f  f i lm , the age nt F e l l i n i , 
e f fe c t i ve ly pre s e n t s  h i s  act La S t rada , ful f i l l i ng h i s  
purpos e  o f  i dent i f i c a t ion with the contemporary i s s u e s  
found with i n  h i s  persona l i z e d s c ene , po s t -Wo r ld War I I  
I ta ly .  Thi s  wri ter make s thi s  c onc lus ion and a l l  the 
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c onc l u s i on s  found within th i s  s tudy with the c o n f idence 
g iven to h im by the man i n  que st ion , Fe l l i n i . F e l l i n i  
s ta te s : 
I an very grate fu l  . . .  for a l l  the c r i t i c a l  work , 
the work o f  interpretation , about s ome p i c ture . They 
are a l l  j us t i f i ed . But I am a l itt l e  b i t  s c ared , I 
have some l i tt l e  d i f fidence , when an interpr e ta t i on 
tr ie s to put only one meaning on the f i lm ,  s e tt ing 
th e interpre t a t i on very f ixed , pre c i s e . S o  I fee l a 
b i t  impr i s oned whe n  I am a s ked i f  things mean thi s  or 
th�t . That · is the r ight work of the c r i t i c s , and 
they have to do i t . But they a l s o  can on ly s ay : 
" Ye s  " " Maybe . "  " Probab ly . "  " I  gue s s  s o . " " I  hope 
s o ! " 1 8 
Th i s  c r i t i c  be l i eve s , through the analy s i s  
per formed i n  thi s  s tudy , h i s  interpretat ion t o  b e  
j us t i fied . The mai n . purpose o f  th i s  s tudy h a s  b e e n  to 
e luc i date some of Fe l l i n i ' s  ide a s  toward the re a l i ty 
found w i th i n  modern man ' s ex i s tence as we l l  a s  to 
eva luate the s trategi e s  o f  h i s  f i lmmaking s ty l e  through 
the he lp of Kenne th Burke ' s  ins ights . The s tudy has 
sought to d i s c over i n  Burke the bas i s  for a d i f f erent 
approach to Fe l l i n i ' s  f i lm ,  La S trada . It is there fore 
hoped thi s  ana ly s i s  wi l l  l e ad to o ther d i s c u s s ion o f  
us ing the Burkean analy s i s  w i th i t s  approa c h  t o  the 
rhetor i c a l  act i n  viewing mode rn f i lms and the s ty l e s o f  
contemporary f i lm art i s t s . 
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APPEND I X  
E ar ly B i ography : 
F e l l in i  on F e l lini 
Chri s t i an S tr i c h , E d i tor 
Born in Rimi n i  on 2 0  January 1 9 2 0 . F athe r : 
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Urbano Fe l l i n i , a trave l l ing s a l e sman from S av i gnano . 
Mother : Ida Barbi an i , from Rome . A brothe r : R i c c ardo . 
A s i ster : Madda l e na . Aged ten , Fede r i c o  run s  away from 
home and j o i n s  P i e r i no ' s  c i rcu s , where he looks a fter a 
s i c k  z ebra . Dur ing the war he trave l s  a l l  over I ta ly 
with a tour ing theatre troupe , wr i t i ng sketc he s for 
them . After a p e r iod i n  F lorenc e , he move s to Rome , 
whe re ne wr i t e s and doe s drawings for the humorous 
we ekly , " Marc Aur e l i o , "  works on comi c s  as a n  i l lu s tr ator 
and trans lator , wr i t e s radio p l ay s  and is gag-wr i ter for 
the comedian Mac ar i o . I n  the c ours e  o f  h i s  work for 
radio he ge t s  to know Giu l i e tta Ma s ina , whom he marr i e s  
i n  Rome o n  3 0  Oc tober 1 9 4 3 . They have a s o n  i n  the 
s ummer o f  1 9 4 4  who d i e s  when only a few wee k s  o l d . With 
the arrival o f  the Ame r i c an forc e s  F e 1 l i n i  opens · h i s  
" Funny Face S hop " where h e  draws caric ature s and portr a i t  
s ke tche s o f  t h e  s o l d i er s . I t  i s  h e r e  t h a t  Ro s s e l l i n i  
mee t s  h im i n  1 9 4 5  a n d  take s h im o n  a s  a s s i s tant on Roma , 
c i tta aperta . 
Fe l l in i ' s  f i lms have been awarded the fo l l owing 
ma j or pr i z e s : the S i lver Lion o f  Venc ie for I v i te l loni 
( 1 9 5 3 )  and L a  s tr ada ( 1 9 5 4 ) ; O s cars for the be s t  fore ign 
f i lm for La s trada ( 1 9 5 6 ) , Le notti di C ab i r i a  ( 1 9 5 7 ) and 
Amarcord ( 1 9 7 5 ) ; O s c ar for the be st dire c t i on for E ight 
and one-ha l f  ( 1 9 6 3 ) ; the Go lden Palm o f  Canne s for La 
do l c e  vita ( 1 9 6 3 ) ; and the Grand Prix o f  Mo s c ow for�ight 
and one -ha l f  ( 1 9 6 3 ) . 
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